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THE UNIVERSITY OF SAN FRANCISCO 
Dissertation Abstract 
 
The Artistic Process in Community Development: 
Disclosing Cultural Narrative and Identity  
Through Art Practices in Uganda 
 
 This research studies the use of art as a transformative medium for community 
development in contemporary Uganda. The focus of this research is on the creative 
process of art practices and how these processes may raise development issues to the 
level of discourse. It is at the level of discourse that locals in concert with development 
artists can discuss the issues of sustainable development. In conversation, the community 
thinking and future are resolved through stories, which in turn, may lead to ownership 
resulting in sustainable actions. Issues are brought to the community members and the 
community art developers through the creation of art narratives. An art narrative is a 
development message or story created through the use of visual or performance art 
mediums. This study focuses on illustrations, paintings, sculpture, and drama.  
 Employing art mediums to create development narratives awards community 
members an alternative for communicating deeply rooted sentiments that are not easily 
articulated in speech. Art in and of itself does not supply answers; however, art narratives 
provide a venue to highlight community stories so that the focus of discourse centers on 
development issues that are particularly relevant to the local community members.  
 A critical hermeneutic field-based protocol (Herda 1999) provided the framework 
for this participatory research. The data were collected from interactive conversations 
with Ugandan artists and developers, and transcribed into working texts. Drawing from 
critical hermeneutic theorists (Ricoeur 1984, 1991, 1992: Kearney 1988, 1998, 2002), 
texts were analyzed using the research categories narrative, identity, and imagination. 
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 There are three primary findings: 1) during the creative process discourse on 
development issues propels and expands new understandings reached by community 
members as the art narrative unfolds; 2) the identity of members in the developing 
community is challenged during the creative process and the self is understood in relation 
to the other; 3) embedded in the creative process is a critical imagination that weighs 
what is known and what is yet to be realized. 
 The process of art narrative development creates venues for people to use their 
critical imagination to bring into focus a more sustainable future. Such a future comes 
through changing one’s understandings of the issues at hand and carrying out actions 
with a renewed sense of ownership and agency. Implications of this model are discussed 
in reference to community developers, organizational leaders and educators.  
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Is not art, in the largest sense, poiesis,  
a function of both revelation and transformation?  
So that one may say both that poiesis reveals structures  
which would have remained unrecognized without art,  
and that it transforms life, elevating it to another level. 
 
 
Paul Ricoeur (2003: 182) 
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CHAPTER ONE: STATEMENT OF THE ISSUE 
 
Introduction 
 This research is an inquiry into the creative process inherent in art practices. 
Specifically, I explore the use of various art forms as a medium for social reconciliation 
and transformation in the context of community development work in Uganda. Using a 
cultural anthropological approach, I study the nature of the creative process using critical 
hermeneutic concepts of narrative, identity, and imagination. I examine how personal and 
cultural narratives are revealed using artistic expression and how this may inform identity 
formation and conflict resolve as Ugandans imagine within their communities a new 
future. 
 Ugandans are struggling to reinstate social accord, to reconcile with their 
turbulent history, and to negotiate their contemporary identity. Art has always been an 
important medium in Uganda’s culture; however, Western ideologies challenged this 
tradition. Today, based on my research this is changing. The power of art to heal and 
transform is better understood and those who are participating in development efforts in 
Uganda include Western artists who are using their talents to contribute to development 
efforts. This research studies the soundness of choosing art as a medium for development 
work with a specific eye toward how Ugandans historically used art in social contexts to 
work through troubling times. This history is the backdrop for the inquiry into how art in 
contemporary Uganda may help Ugandans address some of the struggles they face today. 
 The creative process is the focus of this research in order to delve into the nature 
of art rather than observe art as separate from lived experiences. The creative process 
explored through critical interpretive theory offers a framework for disclosing the 
 1
potential benefits of art to the individual and to the community that continue to perplex 
researchers, but inspire artists to enter into the world of development. In particular, I 
focus on how the creative process may raise development issues to the level of discourse. 
Discourse is the medium through which the development process has meaning (Herda 
2007). It is my hope that this research may shed light on the relationship between art and 
development in the context of addressing social challenges.  
 I chose three categories to guide my inquiry. These are discussed in more detail in 
Chapter Four, the Research Theory and Protocol section of this text.  Under each 
category is a general question related to the category:  
Narrative: in what ways are creative processes, culture and social issues reflected 
in narrative? 
 
Identity: how does artistic expression reflect personal and cultural identity? 
 
Imagination: how is the place of the spectator revealed through engagement, 
inspiration and social discourse? 
 
 Framing this inquiry around various art forms practiced in social contexts in 
Uganda may provide insight into a process that could serve as a model for the use of art 
in community development efforts as well as uncovering a potential model for 
formulating public policy and innovative leadership styles. I am suggesting that 
innovation and imagination are both key to the creative artistic processes, and to practical 
policy and leadership actions.  
Background of the Issue 
 The sixty-five ethnicities of Uganda historically and contemporarily struggle with 
diversity due to the cultural complexities represented by these numerous people groups. 
The literature consistently suggests that the source this inquietude points to the British 
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who colonized Uganda. The British descended upon Uganda and began to manipulate the 
social and political architecture of the country to further their ambitions. When the British 
met resistance, they imposed upon people groups in Uganda Western ideologies about 
religion, language, and culture (Bangura 2005; Otiso 2006). These initiatives provided 
the necessary conditions for British success, which in turn benefited Ugandans in the 
form of educational and economic opportunities (Otiso 2006). These new found 
amenities challenged Ugandan traditions that historically held the social infrastructure 
intact.  
 Western culture is driven by individualism, while African values and beliefs are 
community-oriented (Beattie 1960; Enwezor 1998; Bangura 2005; Ostio 2006). 
Historically, Ugandans used rituals to temper social and personal change, relying upon a 
process to resolve conflict. One of the traditional factors that played in the process of 
conflict resolution in Uganda was art practice (Turner 1969; Sanyale & Kusale 2006; 
Otiso 2006). Western culture tends to be result oriented and this is reflective of how 
Britain developed Uganda. Art in traditional Ugandan society was a cornerstone of social 
discourse because it is a medium that can be used and shared by all Ugandans no matter 
what social class or degree of literacy (Otiso 2006). What Ugandans were unable to 
express formally was done informally and encouraged by community interaction. Artistic 
expression was a mediator because it was non-confrontational (Otiso 2006).  
 The use of artistic expression as a means to reduce social tensions and transform 
community relationships is common practice in many parts of the world (Gould & Marsh 
2004; Ellinger 2005; Cleveland 2008). Artistic expression used in this manner is steadily 
increasing in Uganda. One established group, the Ndere Theatre Troupe, has been using 
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art to educate and raise social concerns to dialogue for about 23 years. The group has 
been endorsed by diplomats, including the President of Uganda 
(www.powerofculture.com). Plan USA, a non-profit organization that develops programs 
to improve the lives of children living in marginalized communities throughout the world 
appointed an art developer and art therapist as their art ambassador to Uganda in August 
2006. However, there is an ongoing struggle to unite art and development work 
(Marseille 2007), because anxious developers and beneficiaries look for immediate 
resolutions to complex issues (Gould & Marsh 2004; Marseille 2007) and lack the 
patience that art projects require. Both proclamations of success and skepticism from 
stakeholders have informed my research about art and the creative process in community 
development work.  
 Art is complex, and there is a need to understand it in order to use it in community 
development. The notion that “art is problematic,” stemmed from those developers who 
are steeped in traditional development practices. Development success has often been 
measured by economic success which relies on measurement, and standardization, and 
bypasses important cultural considerations (Escobar 1995). This problem is compounded 
by a lack of formal research that supports the value of art in international community 
development. The majority of literature I draw from was written by Westerners, and there 
are some gaps in time, most likely due to lack of funding to support research and 
publications. In general, the literature tends to chronicle what is being done. The Internet 
is where this literature is posted (Frye Burnham, Duwall & Ewell 2004: 15-16). Building 
community through the use of art is organic; available resources are used and creativity is 
tapped to initiate change or foster conflict resolution. The inspiration for these projects 
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comes from concerned community members. Community art development is becoming 
more formalized. Since the time I wrote my research proposal, I have discovered degree 
programs in higher education in the United States that educate students in community art 
development including St. Mary’s University of Minnesota and Ohio University 
(www.communityarts.net). In Uganda, the only professional discipline recognized in 
community art development and taught at Makerere University is theatre for 
development. This research study may potentially add to the available research on art and 
community development. Uganda provides an ideal research site because of the historical 
value it places on the use of social art practices and the need the country has to resolve 
issues of ethnic identity, communication in diverse environments, and the formulation of 
a narrative that may act as a guide toward a better future.  
The problems confronting Uganda are not so different from the problems each 
nation faces as a result of globalization. Western ideologies continue to penetrate and 
overwhelm minority people groups throughout the world. The effect of globalization on 
these cultures has ushered in the movement of cultural development. There is a growing 
interest in and need to document traditions before older generations who are intimate 
with this knowledge die out. As indigenous resources dwindle there is a call to preserve 
these resources. Native languages unique to each culture are being revived and taught to 
new generations. Culture is not stagnant; it is forever changing. However, the essence of 
culture that reveals a people group’s identity is at risk.  Art and artistic expression house 
truths about cultural identity. This research seeks to disclose insights about how a country 
may continue to evolve without abandoning that which makes it unique. 
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Significance of the Issue 
 One aspect of the potential significance of this research is directed toward how art 
may be used as a medium for raising issues of development to the level of discourse. 
Without discourse, it seems improbable that community issues under discussion could be 
resolved or brought to a different level of understanding. Consideration of how 
individuals within a culture engage in dialogue about social issues using an artistic 
medium may disclose enhanced mediums of communication.  
 My research in Uganda, in short, may lead to increased understanding of how a 
highly diverse country struggles with issues of identity, including reconciliation with an 
unsettled past. The inability to surpass the obstacles that resulted from colonialism has 
fostered a perpetual cycle of cultural intolerance, and in some cases, civic unrest in 
Uganda. Existing alongside this historical tension is the unique place that art has in 
Uganda. Art is a critical source of preserving cultural identity and African traditions that 
bind the social fabric of this country (Otiso 2006). This socio-cultural medium allows 
researchers to focus on the artistic process as it applies to art in a social context where 
questions of identity and cultural intolerance are serious issues. These need to be included 
in both development policy designed by country leaders and in curriculum development 
for programs in adult learning and international studies in our own country.  
Summary 
 Chapter One provides an introduction to the research topic. I suggest that because 
of Uganda’s historical use of art as a medium for personal and social expression as well 
as a context in which to resolve issues, the country is a place to study the usefulness of art 
as an important means for developers to consider in their work in community 
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development. A focus on the artistic process of art-making invites us to understand art 
differently. Exploring art as a medium of expression rather than an object may encourage 
a broader understanding of how art practices may be incorporated into the Ugandan 
social landscape. In order to set a context for this landscape, Chapter Two presents 
important points about Uganda’s history and culture. 
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CHAPTER TWO: BACKGROUND OF UGANDA 
 
Introduction 
 In this Chapter, I provide an overview of Uganda beginning with the Geography 
and Economy of the country. Using an anthropological lens, I explain the traditions and 
customs of The People of Uganda. I then present the History of Uganda, which provides 
insight into the plight of Ugandans today. Ugandans are insecure about their identity and 
unable to imagine the co-existence of traditional and progressive belief sets in Uganda’s 
future. (Enwezor 1998: 32-33; Bangura 2005: 26; Otiso 2006: 118).  Finally, I conclude 
with an explanation of the role of Art in Ugandan Society.  
Geography 
 Uganda shares its perimeters with Sudan, Kenya, the Democratic Republic of 
Congo, Rwanda, and Tanzania. The major waterways are Lake Victoria and the Victoria 
Albert Nile, one of the largest feeders of the Nile River. Uganda’s access to the Nile was 
a pivotal reason for Britain’s decision to 
colonize Uganda (Otiso 2006: 3). The 
Nile was an entry way to the inner regions 
of Africa, a strategic location for 
safeguarding Britain’s African colony in 
Egypt and a source to facilitate their trade 
exchanges (Otiso 2006: 14). Land is 
Figure 1: Map of Uganda    
    
important to the people of Uganda; not only is it a source of income, but it played a role 
in the feudal political structure as I explain below. It is estimated that 85 percent of the 
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population resides in rural regions (Otiso 2006: 4). The geographic location of Uganda is 
illustrated in Figure 1 Map of Uganda (friendsofunifat.org). 
Economy 
 Agriculture is the main source of income in Uganda, employing roughly 82 
percent of the population (Otiso 2006: 11-12). The rich farmland lies in southern Uganda, 
but there is not enough land to support the demand for agricultural goods and the size of 
the population (Otiso 2006: 11). Raymond July (1992: 474) notes that attempts to 
increase space to grow crops, has compromised the environment and the quality of the 
land. In traditional societies, land was plentiful, so villagers survived on subsistence 
farming and grazing livestock. No one was left wanting; everyone shared the land 
available and its bounty (Beattie 1960: 61-62; Otiso 2006: 119). 
 During the period of indirect rule under the British, the economic infrastructure 
strengthened because the British used the native Ugandans to increase their wealth (Otiso 
2006: 17) and enlisted the assistance of Asians to serve as intermediaries (Birmingham 
1995: 46). However, during the wrath of Idi Amin, whose rule followed independence, 
the people who generated Uganda’s economic stability were ousted and this shattered 
economic growth (Howard 1986: 23-24; Otiso 2006: 122). The economy has since 
recovered but Uganda still suffers from poverty. In addition to agriculture, Uganda relies 
on tourism, sales of local crafts, few industries, and the sale of electricity to Kenya (Otiso 
2006: 12).  
 There is a trend of migration from rural areas to cities in Uganda (Enwezor 1998: 
32-33; Otiso 2006: 118). The hope of new economic opportunity and the upsurge of civil 
wars that ravage northern Uganda have caused many Ugandans to flee their homeland for 
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refuge in the cities (Enwezor 1998: Otiso 2006: 9). Most of the people who live in urban 
centers are educated, but the cities are overcrowded and employment opportunities are 
insufficient (Otiso 2006: 11). The city of Kampala in southern Uganda is the major 
economic and cultural hub. Kampala is home to 41 percent of Uganda’s urban dwellers 
(Otiso 2006: 9). The unemployment rate in Kampala is 31 percent (Otiso 2006: 11).  
The People of Uganda 
 There are numerous ethnicities in Uganda. Otiso (2006: 3-4) states that Uganda is 
compromised of mainly 19 ethnic groups, while the Cross Cultural Foundation of Uganda 
(2008: 8) and the Uganda National Culture Policy (2006: 2) recognize 65 people groups, 
with each ethnicity there corresponds a particular culture. Otiso (2006: 3) divides these 
people groups into four couplings stating that, “in general, these groups live in mutually 
exclusive parts of the country: most Bantu groups in the south, the Nilotes in north 
central, the Nilo-Hamites in the northeast, and the Sudanic in the northwest.” There is 
also a large cultural divide in Uganda’s population between those who live in rural 
Uganda and the city dwellers (Howard 1986: 24; Enwezor 1998: 32; Otiso 2006: 118). 
Uganda’s mixture of diverse people groups, each have their own religious persuasion 
(Bangura 2005: 22; Otiso 2006: 119-121) and language (Otiso 2006: 20). When the 
British colonized Uganda, the myriad of languages were an obstacle, and so they 
enforced English language learning and declared English the national language. The 
Christian missionaries taught English as a gateway to instilling morals defined by 
Catholicism (Howard 1986: 23-24; Otiso 2006: 4-5; Sanyal & Kusale 2006: 51). 
Religious practices grounded in magic and the supernatural, were deemed primitive, 
strange, and suspicious to the British values (Bangura 2005: 25). For Ugandans, 
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spirituality was part of social realities. Otiso (2006: 21) states, “unlike Westerners, most 
Ugandans see physical and spiritual life as a continuum, where spiritual and material 
reality blends so seamlessly that the two are inseparable.”  
 Ugandans are generally congenial and community-oriented (Beattie 1960: 9; 
Otiso 2006: 99-100). The society is divided by hierarchal social class, but within the 
same group there is relative equality. (Beattie 1960: 9; Otiso 2006: 101). Generations 
evolve together and people tend to socialize with the same gender, though men are 
considered superior to woman and privileged in the work and education that is available 
to them (Otiso 2006: 101-102). There is great deference for elders (Bangura 2005: 22; 
Otiso 2006: 100). Historically, people understood their stature in this structured society 
and acted accordingly (Beattie 1960: 81; Bangura 2005: 22).  
 In traditional societies, the family played the leading role in educating children 
about social morals and beliefs (Bangura 2005: 22-24; Otiso 2006: 97). Children learned 
about life in general in preparation for adult competencies. (Bangura 2005: 22-24; Otiso 
2006: 96-97). According to African custom, these lessons were often handed down 
through the use of art as opposed to literary texts (Otiso 2006: 52). When the British 
introduced formal schools, children lost that connection with their heritage (Boatug 1990: 
109). Education after colonialism tended to promote a self-centered orientation and 
ruptured social bonds (Bangura 2005: 24).  
 Ugandans value the well-being of individuals in community (Beattie 1960; 
Bangura 2005; Otiso 2006). When there is conflict among community members, the 
ultimate goal is to reinstate social harmony in community (Beattie 1960: 69; Bangura 
2005: 19). Bangura (2005: 19) explains that, “African moral order never defined rigid 
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frontiers of good and evil. Good and evil exist in the same continuum.” Art was often 
involved in the process of resolving conflict in the form of rituals and ceremonies that 
bound people together (Otiso 2006: 102).  
History of Uganda 
 Traditional societies in Uganda were ruled by kings and chiefs in a feudal system. 
The kings were considered all powerful and designated chiefs to specific areas in the 
kingdom. The land and the people of each area fell under the chief’s domain (Beattie 
1960: 37). While the chiefs were spokesmen for the king, the people expected the chiefs 
to have a genuine concern for the common people (Beattie 1960: 37).  The people 
awarded offerings to the chiefs and the chiefs in turn held extravagant feasts to bring the 
community together to share in the bounty of the land despite their voiceless place within 
the social structure (Beattie 1960: 46).  
Colonialism and Indirect Rule of Uganda 
 
 In 1894, the British took control of Uganda (July 1992: 339; Otiso 2006: 14). The 
tribal monarchies were resistant to British rule, so from 1897 to 1899, Britain used 
military force to secure social order under their governance (July 1992: 340). The Uganda 
Agreement, brokered in 1900 between the British and the Buganda monarchy, 
accommodated both parties (July 1992: 340; Otiso 2006: 15). The British set the overall 
strategy for developing Uganda and the Buganda monarchy enforced it based on their 
own socio-political structure (July 1992: 340; Otiso 2006: 15). The Buganda monarchy’s 
working relationship with the British gave the Buganda predominance over other people 
groups, allowing Buganda the opportunity to infiltrate into the British lifestyle. Buganda 
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capitalized on educational opportunities and their economy subsequently surpassed other 
people groups (Otiso 2006: 16).  
 The Buganda monarchy began to lose political stature as chiefs were appointed 
and compensated financially by the British. (Beattie 1960: July 1992: 340). Additionally, 
the chief shared ownership of land with the British (July 1972: 340). By 1933, the chiefs 
served the British directly as paid employees and were hired according to professional 
competency (Beattie 1960: 38-42; July 1992: 340). This style of indirect rule was 
presented as a preparation for an independent Uganda. The focus was on local auspices 
but the Ugandans remained at the mercy of the British (July 1992: 339; Sanyal & Kusale 
2006: 51).   
Independence 
 
 Uganda gained independence from Britain in 1962. Milton Obote became the 
Prime Minister and shared rule of Uganda with the Buganda monarchy (Otiso 2006: 15-
16). However, independence from Britain did not manifest in peace. Because the British 
dealt exclusively with the Buganda kingdom, the other kingdoms and traditional tribes 
were politically and economically disadvantaged, though they retained a generous 
amount of self-rule (Otiso 2006: 16). In 1966, Milton Obote eliminated the monarchy 
from government (Birmingham 1995: 48) and largely ignored self-rule of people groups.  
 Obote’s actions prompted a serious of military revolutions, eventually ushering in 
the dictatorship of Idi Amin, which Uganda endured from 1971-1979 (Otiso 2006:17). 
Amin started a purification campaign of every institution and people group that 
threatened his power (Birmingham 1995: 48; Howard 1986: 102). An estimated 300,000 
Ugandans perished under Amin (Otiso 2006: 17). Obote returned to govern Uganda, but 
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was overtaken by Yoweri Museveni of the National Resistance Army in 1985. However, 
it was not until 1996 that Museveni was voted in as President of Uganda (Otiso 2006: 18-
19). Museveni resolved political strife by suppressing religion and indigenous factions in 
federal affairs (Otiso 2006: 33). 
This terrible unrest was in part a legacy of colonialism, which ruptured existing 
social structures, replacing them with colonial rule. Because the government established 
during the years of colonialism under the British had only marginal power, Ugandan 
social power structures lost their relationship to their culture.  Memories of colonialism 
persist. Conflicting religious and indigenous interests in politics (Otiso 2006: 124) 
coupled by linguistic diversity (Otiso 2006: 20) fueled civil unrest.  
Art in Africa and Ugandan Society 
Art in Africa is expressed in many forms. Traditional art forms are characteristic 
of the culture and the identity of ethnic tribes. Segy (1958) goes into great detail about 
the spiritual, religious and tribal significance of African traditional art.  Segy (1958: 31) 
explains this was a show of tribal differentiating because, “each tribe believed itself to be 
different or even superior to others.” Further there are spiritual and socio-cultural 
meanings behind traditional art forms that are fundamental to their use in rituals and 
ceremonies (Segy 1958: 10; Turner 1969; Mount 1973: 4; Otiso 2006: 56). It is important 
to note that technique and skill were also part of the art-making process, as is evidenced 
by rigorous apprenticeships involved in mastering art practices (Segy 1958: 26; 
D’Azevedo 1975).    
Many Africans highly value the aesthetic nature of art. Douglas (1993: 169) 
explains that “although African art also serves a utilitarian purpose, it must possess 
 14
aesthetic beauty; aesthetics is ‘learned socio-religious values.’” Song, dance, drama, 
masks and symbols are prevalent art forms that reflect “African cultural practices” 
(Turner 1969; Douglas 1993: 171). In addition, they represent forms of storytelling and 
social drama; I go into greater detail about these cultural aspects of art in Chapter Three 
in the Art and Anthropology section of the Literature Review. 
Art in Uganda has been an expressive chronicle of history, a medium for relaying 
wisdom, and a channel for handing down Uganda’s heritage (Bangura 2005: 19; Otiso 
2006: 49). In Section Two of the Uganda National Culture Policy (2006: 5), art mediums 
are listed in the context of “tangible” and “intangible” heritage. The distinction between 
tangible and intangible heritage is that “the tangible heritage includes monuments or 
architecture, art and crafts, sites, manuscripts, books and other objects of artistic and 
historical interest. The intangible heritage includes language, oral traditions, performing 
arts, music, events, rituals, social practices, traditional craftsmanship.” One goal of the 
Uganda National Culture Policy (2006: 15) is “to conserve, protect, and promote 
Ugandan’s tangible and intangible cultural heritage.” The long term ambition is to 
incorporate cultural heritage in development efforts. 
 In addition to cultural heritage, art promotes resolve when there is need for 
consensus over social concerns; it is a source of mediation (Otiso 2006: 49). 
Additionally, art provides a medium of expression for the illiterate (Otiso 2006: 50). In 
pre-colonial Uganda, art allowed people to communicate across linguistic and tribal 
barriers. Artistic expression was a medium to demonstrate tribal omnipotence, was 
prevalent in rituals, and was used by political figures so their degree of authority was 
visually evident through artistic symbols (Turner 1967; Otiso 2006: 52).   
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In Uganda, jewelry, hairstyles, and clothing are recognized expressions of art that 
function also as identifiers and expressions of particular ethnic tribes (Otiso 2006: 52-56), 
as are the music and dance that are performed in rituals and ceremonies (Otiso 2006: 56). 
In the home, art includes functional items such as cookware (Otiso 2006: 52), ceramics 
with drawings of daily interactions, utensils, and baskets (Otiso 2006: 54-57). These 
utilitarian art pieces are now prevalent in the art Ugandans make to appeal to tourists, 
though these traditional art crafts are now also manufactured in nearby Kenya and 
brought into the open air markets in Ugandan urban centers such as Kampala (Mount 
1973: 61).  
Art in Uganda is moving away from its traditional origins. Film, sculpture, and 
painting represent more modern art forms. Film is a very recent contribution to art in 
Uganda (Otiso 2006: 46-47). The films are often viewed in modest video halls or 
screenings in film festivals in Kampala. Sculpture is unique in terms of its use in that it is 
one of the older art forms and yet it has taken on a primarily commercial approach to art 
today (Segy 1958: 29-32; Otiso 2006: 53). Sculpture and painting are popular 
contemporary art forms because of their commercial value (Segy 1958: 32; Otiso 2006: 
55). Painting is not a traditional Ugandan art form. It was one of the contributions of the 
first influx of Westerners in Uganda (Otiso 2006: 55).  
 Part of the British agenda during the era of colonialism and indirect rule was to 
“tame” Africans. The British could not rationalize African customs steeped in mysticism 
and driven by instincts (Mount 1973: 4; Bangura 2005: 24-25; Sanyal & Kusale 2006: 53; 
Otiso 2006: 50). One approach used by the British was enforcing occupational training in 
schools so the Ugandans could learn something applicable in life (Bangura 2005: 24-25; 
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Sanyale & Kusale 2006: 50-51). This training included conventional art teaching (Otiso 
2006: 50). When this occurred, art in Uganda changed from a traditional socio-cultural 
medium to a means-to-end tool.  
 When this British agenda was initiated, Uganda was renowned in Africa for art, 
with the infamous Makerere University at the helm of this esteemed reputation (Mount 
1973: 70; Otiso 2006: 50). The British turned to this institution to align education with 
their development efforts (July 1992: 538; Sanyale & Kusale 2006: 50-51). Sanyal (2006: 
51) calls this movement identity politics. 
 On the one hand was the allure for higher education of the European format, 
 anything short of which generated the lingering suspicion that Africans were 
 being given a second-rate survey of knowledge. On the other side was the urgent 
 need to make education relevant to local concerns, to forge the student’s identity 
 in terms of indigenous loyalties and affiliations. 
 
This negotiation of identity between retaining traditional values and embracing a Western 
lifestyle was a serious preoccupation at the time (Beattie 1960; Enwezor 1998; Bangura 
2005; Sanyale & Kusale 2006; Otiso 2006).   
 Elizabeth Trowell was a “religious artist” and in 1937 she founded the Fine Art 
Department at Makerere University (Sanyale & Kusale 2006; Otiso 2006: 50). Otiso 
(2006: 50) explains the propelling force of art education saying that, “colonial art 
education was meant to help improve the lives of native Ugandans by transforming art 
into a vocation.” From the 1940s to the 1960s, the teachers at Makerere were artists who 
tried to find a balance in their art instruction between African and British ideologies 
(Sanyal & Kusale 2006: 53-55). By the 1960s, the artists were beginning to reinterpret 
their art in contemporary society (Sanyal & Kusale 2006: 58-59). When Idi Amin came 
into power he massacred the professors and some performing artists of Uganda (Otiso 
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2006: 50). Art has since been revived, but African artists continue to grapple with these 
issues of identity (Enwezor 1998).  
Summary 
 This reflection on the history of Uganda, its people, and their customs provides a 
backdrop for understanding Ugandans today. As noted above, Ugandans are in a liminal 
place oscillating between traditional and modern value sets that are polarized, yet each 
one has a place in the future of Uganda. Art has been influential in shaping social bonds 
and communicating across language and culture barriers. There is reason to believe that 
art may play a pivotal role in development efforts in Uganda. The history of art in 
Uganda has shown that at times it is the artistic process, more than the art product that 
has proven to be most beneficial in times of emotional and social upheaval. The 
following section continues this conversation with a particular emphasis on art, the 
artistic process, and development practice. 
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CHAPTER THREE: LITERATURE REVIEW 
 
Introduction 
  Chapter Three is a review of literature that covers some general concepts of 
development practice, community arts-based projects used in development, the artistic 
process, anthropological studies, and critical hermeneutic theory as it pertains to art.  
Development Practices 
 Escobar (1995: 22-24) explains the field of development evolved around Western 
concepts of poverty. This stems from the beginning of development when Western 
countries were building their own empires. They saw a mutual benefit in developing the 
disadvantaged; the impoverished would improve their quality of life and the Westerners 
in turn would expand the wealth of their empires (Escobar 1995: 22-23). It was believed 
that Western affluence would raise the “primitive” societies to a higher standard of living 
defined by economic and material wealth (Escobar 1995: 22-23).  
 Eventually, developers incorporated experts and technology into their work, 
believing the introduction of efficiency would advance the individual in society (Escobar 
1995: 39-40). Seen this way, development is defined by observers who hold the answers 
for the marginalized other (Escobar 1995: 22-24; Easterly 2004: 195-197). The 
problematic of this approach is that it excludes the very population that the development 
work seeks to assist. Escobar (1995: 44) explains that “development was conceived not as 
a cultural process…but instead as a system of more or less universally applicable 
technical interventions intended to deliver some ‘badly needed’ goods to a ‘target’ 
population.”  Escobar (1995: 47-49) retorts that development should be conceived 
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through an understanding of a people’s culture in relation to one’s own culture. This 
leads us to the idea of participatory development. 
 The concept of participatory development work is that people should take 
responsibility for their own advancement (Abraham & Platteau 2004: 223; Easterly 2004: 
197-198; Herda 2007: 18). As a result, the developer provides resources and advice, but 
the affected people play an active role in the actual work of development (Easterly 2006: 
197-198). Abraham & Platteau (2004: 223) state that “it is the logic of participatory 
development that funds are channeled through communities with a view to enabling them 
to construct social and economic infrastructure.” Additionally, the burden is placed on the 
developer to respond to the needs of the community so the people have a voice in the 
development process (Abraham & Platteau 2004: 227; Easterly 2006: 186; Herda 2007: 
18). This approach is driven by developing human capabilities, however this orientation 
does not always lend itself to traditional societies (Abraham & Platteau 2004: 227). 
Kinship communities are held together by long-held value sets that inform group 
dynamics of varying power (Abraham & Platteau 2004: 212-213). Participatory 
development ideology is grounded in democratic principles, but closely knit traditional 
societies are hierarchal and unyielding (Abraham & Platteau 2004: 217-218). 
  Control is an issue in development efforts. It becomes evident in when looking at 
power. The power Western countries had over the traditional societies allowed them to 
manipulate the lifestyles of the marginalized to the point that the local people devalued 
their own culture (Escobar 1995: 50). In kinship societies where the collective as a whole 
has precedence over the individual, participatory development practices are not easily 
implemented. The problem seems to point to the fact that the position of a person within 
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the social architecture is challenged when a foreigner assumes the position of authority 
(Abraham & Platteau 2004: 219-222; Herda 2007: 20). For example, the authority 
awarded a chief in traditional societies is through recognition of their attachment to 
ancestral spirits. The chief’s power is authenticated because of who they represent, not 
their expertise (Abraham & Platteau 2004: 217). When Western ideology drives 
development of traditional societies, quality of life for those communities deteriorates 
because the socio-cultural dynamics are ignored. (Escobar 1995: 39-40). 
 Power is also an issue in the implementation of development efforts. People in 
community who have access to resources can dictate how and to whom materials are 
distributed, which creates competition and can exclude sectors of community (Abraham 
& Platteau 2004: 219-220). The marginalized are clearly at a disadvantage. The only way 
to ensure their needs are met is to interact with them and listen to their concerns (Easterly 
2006: 186; Herda 2007: 25). Participatory development is not only about giving agency 
to the marginalized, but is also about allowing the affected people to set the terms of 
development efforts (Easterly 2006: 197-198; Herda 2007: 22-23). Further, the more 
closely a developer works with the marginalized, the more likely resources are to arrive 
to the people to ensure the needs of the community are met (Easterly 2006: 198-199). 
 Ensuring that materials arrive to development populations can also be problematic 
when benefactors unfairly appropriate a share of the wealth from development efforts 
(Escobar 1995: 31; Easterly 2006: 192). Additionally, the need to appease benefactors 
can result in an urgency to distribute resources on a broad scale, disrupting established 
social structures. Abraham & Platteau (2004: 227) state, “such a rush is problematic 
insofar as communities need to evolve and be institutionally strengthened if they are to 
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achieve the participatory approach: economic growth, democratic governance, 
sustainability, equity, and protection  of the poor.” In short, developers should not lose 
sight of their focus, which is the welfare of a marginalized society. 
 Development is a complex endeavor, representing a juggling of good intentions, 
ambitions, needs, and cultural ideologies – all of which are understood and evaluated 
differently because interests of stakeholders are diverse. In order for meaningful growth 
to occur, development efforts undertaken with the interest of the community requires the 
developer to establish a connection with the people in the developing community not to 
merely formulate a plan for success (Escobar 1995: 47; Easterly 2006: 206; Herda 2007: 
104). Herda (2007: 104) suggests that “our concept of advocacy needs to move from the 
idea of a helping hand or representing someone else’s voice to establishing interpersonal 
relationships that have an opportunity to result in new understandings of who one is, 
one’s identity,  on the part of both the local participants and the researcher or developer.” 
Artists working in community development may offer a model of participatory 
development. 
Art in Development 
 Most of the literature on art in development has been published by Westerners, 
who have witnessed this style of development blossom from grassroots efforts to more 
formal affiliations over the past thirty years. This kind of development work revolves 
around causes such as the promotion of diversity, democratic representation, and human 
rights (Moskin & Jackson 2004: 2; Goldbard & Adams 2005: 16-20). Art used as a 
medium for development falls under the umbrella title of cultural development. Frye-
Burnham (2004: 11) explains that “community cultural development describes a range of 
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initiatives undertaken by artists in collaboration with other community members to 
express identity, concerns and aspirations, through the arts and communications media, 
while building cultural capacity and contributing to social change.”  This description 
reflects the use of cultural development in America, but cultural development is a 
movement that started in the Third World countries, including Africa, (Goldbard & 
Adams 2005: 13-24). The overwhelming influence of Western ideologies and 
development efforts rooted in economics has ignored the importance of cultural practices 
and traditions that shape the cultural identity of people groups (Gould & Marsh 2004: 17-
19). Forms of artistic expression, especially the performing arts, are carriers of cultural 
heritage, wisdom, and values, all of which form the essence of a culture.  However, these 
are considerations too often overlooked by developers seek to create change (Gould & 
Marsh 2004: 17). 
Ugandans are now promoting culture as an important consideration in 
development work. Drani (2007) explains that culture 
is narrowly defined in terms of traditional rituals and practices, especially those 
that are considered oppressive and negative, such as female genital mutilation, 
witchcraft, and widow cleansing and inheritance. Positive aspects of culture such 
as community labour, the spirit of communal responsibility and accountability, 
conflict resolution, informal moral education… are rarely recognised, utilised or 
documented by development actors. 
 
In 2008, the Cross Cultural Foundation of Uganda issued a report, “Cultural 
Development in Uganda,” exploring the importance of culture in development work in 
terms of identity and social relationships. The authors of this report (2008: 5) state  
‘Development’ is no longer seen as material well-being only, but also in terms of 
human capacity and potential. Culture is then defined in terms of relationships 
among individuals within groups, among groups, between ideas and perspectives, 
and even as an end in itself – something to inspire, express and symbolize 
collective memory and identity. 
 23
According to the report (2008: 8) one mistake made during the period of 
independence in Uganda was a preoccupation with the creation of a universal cultural 
identity rather than the celebration of the culture of all 65 people groups living in the 
country. The report lacks details about art practices used in development in Uganda, but it 
does suggests a return to traditional values and norms housed in culture are important 
referents to finding lasting meaningful change for Ugandans. With the exception of 
theatre for development, little is published about the use of art practices in community 
development in Uganda. What follows is a description of community development 
practiced by Westerners, in both America and internationally.  
Community Art Development 
 
 People in community development who use art as medium for social change find 
it a highly inclusive practice because it is a participatory event that includes the artist, the 
people in community, the interests of the community, and the available resources in 
community (Lowe 2000: 364-366; Moskin & Jackson 2004: 14-15). Further, the work 
that is intended addresses a particular concern of the people in the community. Artistic 
expression in the form of music, dance, or drama works within that intent to reveal a 
community narrative (Goldbard & Adams 2005: 34-35; Ellinger 2005: 5; Cleveland 
2008: 1-2) and the final visual art work may also be a metaphorical narrative. No matter 
the art form, the work encompasses all the participants’ sentiments so their voices are 
heard (Lowe 2000: 365; Ellinger 2005: 5; Frye-Burnham & al. 2004: 11; Cleveland 2008: 
9). The creative process in art-making is a form of storytelling that occurs among the 
community participants; the final work reveals this dialogue. 
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 The idea of community art development is to embrace all of the community 
(Lowe 2000: 381; Cleveland 2002: 7; Moskin & Jones 2004: 17-19; Ellinger 2005: 11-
12). The artist, each individual, and organizations within a community are essential to the 
whole process. The artist brings not only his or her expertise but also individual 
experience and feelings as he or she guides participants in the creation of the art project 
(Lowe 2000: 364-365; Moskin & Jackson 2004: 9). However, the work is not done by the 
artist and then imposed on the community. It unfolds through social interaction, using 
both available resources and consideration of the environment in which the community 
moves (Lowe 2000; Moskin & Jackson: 15-17). Decisions are made in concert with 
others, acknowledging the multiple perspectives that surface around the effort which, in 
turn, intensifies social alliances (Lowe 2000: 366-369; Moskin & Jackson 2004: 9; 
Cleveland 2008: 5-6). The existing research about community development in Uganda 
encompasses these same qualities, focusing on the practice of theatre for development.  
Theatre for development dates back to the 1960s when it was introduced as a 
participatory development practice (Gould & Marsh 2004: 35). The structural basis of 
theatre for development is rooted in the pedagogy of Paolo Freire and Ivan Illich (Gould 
& Marsh 2004: 35) and the methodology of “theatre of the oppressed” introduced by 
Augosto Boal (Schechner 1993: 88-93). People in community together create a drama 
based upon the stories in community about a particular social issue and together the 
community acts out possible alternatives of problem resolve (Banham, Gibbs, Osofisan & 
Plastow 1999: 109-112).  In 1960s, this method was reinterpreted for Ugandans by Rose 
Mbowa (Banham: 2004: 262).  
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Mbowa focused first on understanding the practice of drama as an expression of 
Ugandan cultural beliefs and customs. Mbowa’s approach shifted attention on the non-
verbal communication of movement and song that reflects the cultural identity of each 
people group in Uganda. Banham (2004: 262-263) explains that Rose Mbowa 
de-emphasized the verbal component of the performance text and instead 
highlighted the visual, dynamic and physical components… Mbowa thus 
succeeded in allying ritual performance folk tradition and contemporary political 
plot with an inclusive theatrical idiom that allowed space for Ugandan languages 
within the framework of a common language of national unity. 
  
Mbowa incorporated her theatre for development into the scholastic program of the 
Department of Music, Dance and Drama at Makerere University (Banham 2004: 263).  
Community Art Development and Healing 
 
  Community developers who use art focus on working through social problems by 
bringing people together around mutually troubling issues using art-making as the 
medium. Conflicting beliefs and opposition are not masked, but are rather revealed and 
reconciled (Moskin & Jackson 2004: 1; Ellinger 2005: 5). The artist recognizes that all 
unique individuals require some form of transformation in order for the community to 
maintain a sense of unity (Ellinger 2005: 5). However, it is important to distinguish 
between art therapy and community development that uses artistic mediums to ease the 
pain of suffering populations. Art in development work heals as part of the process of art-
making, but it is only one component of the process (Cleveland 2002: 7). Cleveland 
(2002: 7) explains that artists 
have created art programs, not therapeutic or remedial programs that use art as a 
vehicle…They (artists) often contend that these benefits are the unavoidable 
consequence of making art. It is their belief that they do the most good by 
concentrating on the empowering qualities of the creative processes and not on 
the diagnosis or treatment of what is ‘wrong.’ 
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 The artist is recognized by others as a leader without having been assigned the 
role. It is their way of being with others and their contribution to community that 
legitimizes their role as leader.  Artists involved in community art development projects 
embrace their responsibilities as leaders because they have strong sentiments about a 
particular social ailment (Moskin & Jackson 2004: 8; Douglas & Fremantle 2007; 
Cleveland 2008). This sense of responsibility directed toward the other knows no 
boundaries. Interestingly, international community development work is largely practiced 
by Western artists. Cleveland (2008: 5) explains that “many projects, especially in Africa 
and Eastern Europe, were initiated by artists  from the West. In these places, art-making 
was helping to mediate conflicts, rebuild economies, heal unspeakable trauma, and give 
new voice to the forgotten and disappeared.”  This suggests that Western culture’s 
traditional concept of art as a commodity or aesthetic object is primarily a point of view 
held by the general public. Artists have a contrary view, acknowledging that art when 
created collectively is transformative and therefore has a place in local and international 
community development work (Cleveland 2002: 5-7; Ellinger 2005: 5-10). 
 Community art projects in international development have been challenging to 
implement (Gould & Marsh 2004: 35-39). Gould (2004: 37-39) posits that a lack of 
sensitivity for particular people groups, the need for beneficiaries to witness immediate 
results, and the lag time required for successful change has turned the process into a 
means-oriented formula. Art directed at rebuilding a community involves a creative 
process, inclusive of the individuals in community under development (Cleveland 2002: 
7). There is a commonly held belief that the artistic process and the art product are of 
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equal importance. In this project, I focus on the creative process as key to more 
sustainable results. 
The Artistic Process 
 The creative process is a personal journey of discovery and expression of 
emotions.  Joyce Cary (1958: 3) describes this journey, saying of the artist that “he has 
had his intuition, he has made his discovery, he is eager to explore it, reveal it, to fix it 
down.” The process is conceptual, deliberate, and fluid. The key components of the 
creative process are critical evaluation and interpretation (Cary 1958: 89; Moskin & 
Jackson 2004: 12-13; Cleveland 2008: 6). During this exploration, the artist steps back to 
reflect, then lunges forward bringing part of themselves to the work (Cary 1958: 86; 
Moskin & Jackson 2004: 9). The artist’s shift of perspectives involves the use of 
imagination and interpretation until the artistic form is revealed (Cary 1958: 89; Moskin 
& Jackson 2004: 1). Bowen (1978) offers a related theory he calls “triangulation,” which 
Bowen defines as tension between two opposing forces is channeled to a third party. 
Translating this to art, the art form emerges from two opposing forces.    
 Of utmost importance, and established early on in the literature, is the concept 
that the initial inspiration for the work must remain forefront in the artist’s thoughts (Cary 
1958: 84-85). What is being created stems from an idea, but is an unveiling of truism 
about existence (Cary 1958: 5; Moskin & Jackson 2004: 12). This is what separates the 
creative process of an artist from the technical work of a craftsman. A craft is executed in 
a prescribed fashion into a predetermined form, while an artist uses deliberation to 
construct something meaningful and this informs what the created work will be. 
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 Gardner (1973: 26-36) addresses the intricacy of the artistic process and 
introduces the idea of feelings that evolve from interaction with art. Gardner recognizes 
that there is a relationship between the performers, critics, audience, and the art object. 
Gardner (1973: 27) explains that: “In forms like music or drama, the artistic process 
involves the relationship between these four individuals, as they center about the 
performance of a work of art.” He calls this the “aesthetic circle where each unique 
experience completes the interactive interpretive process.” Gardner hones in on the 
artistic process as eliciting a change in feelings that alter behavioral conduct and 
contribute to a person’s human development (Gardner 1973: 29). His theory contributes 
to the notion of art as a euphoric and pleasurable experience that enriches life, for he 
believes in the communicative power of art. Gardner (1973: 30) explains that “every art 
form includes communication on part of a person to another by means of a symbolic 
object that the first subject has created and the second is able in someway to understand, 
react to, or appreciate.”  From Gardner we recognize that the art object is an interface 
between the artist and the viewer. In short, the artistic process is an experience shared by 
an artist and the audience, and the receiver of art is changed by the experience. Gardner’s 
contribution shifts the tendency to consider art as a detached object by focusing on its 
ability to engage others (Gardner 1973: 24).  
The artistic process is not a sequestered act; there is a need to share art with 
others. Therefore the purpose of art is to communicate (Cary 1958: 91; Moskin & 
Jackson: 8) and the goal is to deliver a message that resonates with others. Gould & 
Marsh (2004) repeatedly indicate that no matter the country, an understanding of the 
significance of art to a specific culture is essential to art created for international  
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development projects. This emphasis on culture ties art to an anthropological lens; this 
discussion follows. 
Art and Anthropology 
 Understanding art in a socio-cultural context is revealed through the work of 
structural and interpretive anthropologists, but their findings are not limited to long-
established societies. Connections can be drawn between the research of anthropologists 
and the characteristics of community cultural development work.  Anthropologists who 
travel to foreign lands recognize that Western culture’s fixation on the aesthetic beauty of 
art differs dramatically from the art observed in indigenous cultures (Geertz 1983; 
D’Azevedo 1975: 332). In fact, no indigenous languages even have a word for art 
(Ellinger 2005: 12); instead, art is understood as part of everyday life and is interpreted as 
an experience and expression of the culture. Clifford Geertz (1983: 99) explains art is a 
“sensibility,” and that, “works of art are elaborate mechanisms for defining social 
relationships, sustaining social rules, and strengthening social values.” Art embodies the 
lifestyle and beliefs of a culture and is therefore uniquely interpreted by each society 
(Geertz 1983; D’Azevedo 1975: 333).  
 Warren D’Azevedo’s theories about art are informed by social behavior but are 
presented in the context of social dynamics. D’Azevedo’s quest for traditional artwork 
during his anthropological field research in Africa brought him to an understanding of art 
as a way of being in society. D’Azevedo (1975: 4) posits that “if a phenomenon such as 
‘art’ exists at all, it comprises a sector of socio-cultural behavior in which observable 
facts, ideas, and products cluster in such a way as to be distinguishable from other 
behaviors.” The talent of the artist is also an orientation or way of being that contributes 
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to the wellness of community (D’Azevedo 1975: 299; Moskin & Jackson 2004: 8). This 
implies a dialectic quality to art because it extends from the artist and touches others, 
enriching their lives in a meaningful way.  
In general, Africans understand aesthetics as part of their culture. Douglas (1993: 
141) describes African aesthetics in terms of culture, saying that, “African aesthetics or 
art have an undeniable connection to traditional African cultural practices, which 
encourage the use of multiple dominant elements in the expression of art.”  The use of 
“dominant elements” is reflective in the use of metaphor. 
Art as Metaphor Through Signs and Symbols 
 
 Art that is imbued in culture is revealed through signs and symbols inherent in 
custom and tradition (Geertz 1983: 109, 118-120). The interpretive characteristic of 
cultural art may be described as metaphoric and is represented in signs and symbols. 
Symbols are artistic cultural signifiers recognized by traditional societies as meaningful. 
They are visual narratives representative of the values cherished by a culture. Victor 
Turner opposed an explanatory approach to understanding culture and focused on 
symbols and signs found in uneducated societies. Turner (1967: 29) specifies the 
difference in signs and dominant symbols, noting that signs are “an analogous or 
abbreviated expression of a known thing” while symbols are the “best possible 
expression of a relatively unknown thing” (Turner 1967: 29).  
 Dominant symbols initiate communal action and awake emotions that affect inter-
group forces (Turner 1967: 36). Turner observed that people tend to invigorate around 
dominant symbols because of their ontological meaning and this helps foster “moral and 
social order” (Turner 1967: 36). The individual who appropriates the meaning of 
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dominant symbols is directed toward contributing to social harmony because they are 
reminded of the beliefs and values that unite a culture (Turner 1967: 32-37). Paul Ricoeur 
(1991: 15) argues that metaphor, including symbols, reunites us with a medium of 
understanding “self understanding.” Self understanding is key to the necessary transition 
from traditional society, in a historical sense, to a contemporary life that brings tradition 
into today’s being.  
The artwork created in community development projects is similar to the symbols 
Turner recognized in traditional societies. The work is a metaphor that reflects the values 
and exigencies of community (Lowe 2000: 381; Moskin & Jackson 2004: 9). This 
understanding of signs and symbols is important for community development work 
where artistic visual metaphors are used. The newly created cultural signs pay tribute to 
painful moments in a community’s history (Goldbard & Adams 2005: 33-34). 
Art as Ritual 
 
 The process of creating a public work is reminiscent of rituals practiced by 
traditional African societies. Turner (1969) was fascinated by the ritual process and 
explained it using the concept communitas. Communitas is characteristic of a society that 
is unconditional and has a temporal existence; structure has well-defined parameters and 
membership is selective. Turner (1969: 111-113) states, “communitas is the present, 
structure is grounded in the past and future and established using language, law, and 
customs.” Turner (1969: 128-129) describes communitas and relates it to art, saying that 
“liminality, marginality, and structural inferiority are conditions in which are frequently 
generated myths, symbols, rituals, philosophical systems, and works of art. These cultural 
forms provide men with a set of templates or models…they incite men to action as well 
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as to thought.”  Communitas is a transitional phase of life, when people are free from the 
expectations of social order and transform personally and in relation to other (Turner 
1969: 127-128).  
Turner concludes social change as a kind of colloquy between dualities that are 
inherent in life. Turner (1969: 97) explains that for 
 individuals and groups, social life is a stage of dialectical process that 
 involves successive experience of high and low, communitas and structure, 
 homogeneity and differentiation, equality and inequality. The passage from lower 
 to higher is through a limbo of statuslessness. In such a process, the opposites, as 
 it were, constitute one another and are mutually indispensable. 
 
Turner’s theories of change through rituals are further supported by John Middleton 
(1973: 179-182) in his discussion of Ugandan dance practices. Middleton observed that 
the use of dance was a non-confrontational way of expression difficult truths about social 
change. 
Turner (1983: 37-42) expands upon these theories in his description of “social 
drama.” Social drama is the enactment of a social norm that has been violated. It involves 
two parties in community. The incident results in a “crisis” that members in community 
must confront and resolve by reincorporating the party who instigated the conflict back 
into society. The process includes reflection and interpretation of the events and results in 
a change in community without sacrificing norms and relationships. Turner (1983: 42-43) 
explains that “formerly integrated parts will have segmented; previously independent 
parts fused, yet, through all these changes, certain crucial norms and relationships and 
other seemingly less crucial even quite trivial and arbitrary will persist.”  These stages of 
social drama and ritual require the use of creative thinking in order for change to occur. 
Richard Schechner (1993: 233) observes that “ritual is also creative because, as Turner 
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showed, the ritual process opens up a time/space of antistructural playfulness…in humans 
there is always a dialectic tension between cognitive and affective.” 
The theories of the ritual process discussed above may be interpreted within the 
context of art and development the process of creating art is the freed state of 
communitas. Structure is represented in the metaphoric artwork created by members in 
community. This structure, much like a symbol, reflects the multi-facets of a culture that 
provide a platform for expressing community cultural identity, especially where highly 
diverse cultures co-exist. This is especially important in American societies and 
international settings, where multiple cultural identities may experience conflict (Lowe 
2000: 377-379; Gould & Marsh 2004: 17-19; Goldbard & Adams 2005: 35; Ellinger 
2005: 11).  
 The above discussion recognizes that art is more than an aesthetic object to 
admire and scrutinize for beauty. When one delves into the essence of various forms of 
art, especially in a social context, new understandings may surface. I complete this 
literature review with some thoughts from hermeneutic theorists. 
Critical Hermeneutics 
 In this section I explore critical hermeneutics as it relates to art. Critical 
hermeneutics is an interpretation of text that calls into question our prejudgments. This is 
essential in order to appreciate the potential of the creative process in community 
development work. Artists recognize it is the critique that drives the inquiry about how 
individuals may fix their narrative into form. Critical hermeneutic thinkers also 
acknowledge that there is a process in reaching new understandings about life and work. 
Herda (1999: 18) explains that, “it can be said that critical thinking skills only refer to 
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one type of thinking skills, namely analytical. Unless there is a reflective and historical 
dimension to our thinking, it will not change how we reason and how we live out our 
lives.” Art in development explores community issues so that a more comprehensive 
understanding can be reached; an understanding that informs future actions. I present 
briefly the philosophies of Martin Heidegger and his student Hans-Georg Gadamer, 
because their work revolves around the possible worlds that art may disclose.  
 Heidegger and Gadamer use art to enter into the world of hidden truths, thus 
challenging the comfort and possible misdirection of immediacy and decisiveness.  
Heidegger (1971: 70) explains that “it is due to art’s poetic nature that, in the midst of 
what is, art breaks open an open place in whose openness everything is other than usual.” 
Central to Heidegger’s work is the concept of being. He explores being by looking at the 
meaning and truth that may be found in art. Being is something that is revealed through 
inquiry into the artwork. It is in the artwork we find meaning because it discloses 
something revealing and unique to us. Heidegger (1971: 73) states that “modern 
subjectivism, to be sure, immediately misinterprets creation, taking it as the self-
sovereign subject’s performance of genius…But it never comes from Nothing in that 
what is projected by it is only the withheld vocation of the historical being of man.”  Seen 
this way, art is not an object but an inquiry and disclosure of truth. When we share who 
we are in artistic expression, we communicate an essence of our being that is not easily 
stated in words. When the community agrees that there is something true as expressed in 
art, this becomes the foundation for development discourse because the essence, the 
being of African identity, is revealed in the language of artistic expression. 
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 Gadamer (2004), Heidegger’s student, follows this line of thinking by 
highlighting the stark contrast between the discovery of truth and the positivistic 
characteristic of science. While Heidegger invites us to dwell in art, Gadamer invites us 
to interpret art for meaning. Gadamer (2004: 79) challenges the notion of art as an 
aesthetic object and posits that in art we find connections. For Gadamer, we bring 
something to the artwork, we do not look from the outside but enter into art from a 
unique perspective. In short it is not the viewing, but the actual interaction by way of 
interpretation that we find meaning in art. Art is a medium for disclosing truth about our 
world and the foreign other we do not understand.  
 This has significant implications for the use of art in development in Uganda. As 
stated above, Ugandans were struggling with their identity and aspirations for the future 
by negotiating between two different identities: Ugandan cultural identity and the British 
cultural identity. When the British tried to develop Africa into a nation that furthered 
British interests, Ugandans were unable to reconcile the disparity between British culture 
and African culture. Ugandans could not find truth in the British culture that resonated 
with their own culture. Through art, Ugandans do find meaning and truth and for this 
reason, art can potentially transform Ugandan communities if development programs are 
able to guide Ugandans through a disclosure of truth in their art.  
Heidegger’s and Gadamer’s philosophies about truth in art set the foundation for 
the theories of Ricoeur and Kearney that I present below. Ricoeur draws from 
Heidegger’s concepts of being and language in his theories of the temporality of our 
identity and our narratives. Both Ricoeur and Kearney use Gadamer’s thoughts on the 
dialectical quality of art when they invite us to interact with the narrative in our search for 
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an understanding of world and the foreign other we encounter in our world. Kearney’s 
work on imagination breathes life into Gadamer’s idea of interpreting art. A deeper 
understanding of the theories of Ricoeur and Kearney, as presented in the following 
chapters, help explain how I approached my research on the use of art in community 
development projects in Uganda. 
Summary 
 In Chapter Three, I review relevant literature related to development practice and 
art, including relevant anthropological and critical hermeneutic theory. The use of art in 
community development practice is a collaborative process that actively includes the 
people in community. Together, members of a society create an art project that responds 
to concerns affecting everyone in the community. The artist developer answers a calling 
to lead the community through the process of fixing the community narrative into an art 
form. This participatory style of development places the responsibility on people in 
society to own their problems. Reflection and critique inherent in the creative process 
helps them reach new understandings about concerns in community. In Chapter Four, I 
explain the Research Theory and Protocol I used in my research. 
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CHAPTER FOUR: RESEARCH THEORY AND PROTOCOL 
 
Introduction 
 I explored various artistic mediums in the context of community development in 
Uganda using three critical hermeneutic concepts: narrative, identity, and imagination.  
The use of art in the context of community cultural development in Uganda is a powerful 
medium because Ugandans often struggle with the complexities of renegotiating their 
identity in the face of diversity and foreign influences. The national story is changing and 
communication is problematic due to lack of a common national language. Traditional art 
has been a platform and a medium for raising social and cultural issues to the level of 
awareness and has encouraged dialogue.  
 Chapter Four opens with the Conceptual Background and Research Protocol of 
this research. I begin with an overview of critical hermeneutic research followed by a 
detailed discussion of the Research Categories: narrative, identity and imagination. I 
present the process for conducting critical hermeneutic participatory research including: 
Entrée to Research Site, Data Collection, Research Journal, Timeline, Data Analysis, 
Research Questions and the Pilot Project. The Entrée to the Research Site explains how I 
chose my conversation partners. The Data Collection outlines how the data were 
compiled. The Data Analysis, details how I interpret the data, which is presented as a 
working text. The Research Questions provide the framework I use to explore my 
research inquiry. The Pilot Project offers reflections of what I learned from the pilot 
study and subsequently incorporated into the research proposal. Finally, I conclude with 
my Background, which provides further insight into how I have interpreted my research 
findings. 
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Conceptual Background and Protocol 
I followed the critical hermeneutic participatory research process developed by 
Herda (1999) to conduct this inquiry. This research process is a collaborative effort based 
on conversations between the researcher and the research participant. The gathering of 
empirical data is revealed through research conversations and field-study. The data 
collected are interpreted using a working text. The framework of the narrative is derived 
from research categories drawn from critical hermeneutic theory. Critical hermeneutic 
participatory research is an ontological event driven by a pursuit of the researcher to 
come to new understandings. Reflecting on the data through critical hermeneutic theory, 
the researcher begins to think differently about the research topic. 
The researcher chooses research participants with a unique knowledge about the 
research inquiry (Herda 1999: 97). The conversations challenge the prejudgments of the 
researcher and the conversation partner through interactive dialogue (Herda 1999: 90). 
There are two important criteria for successful research conversations: willingness to 
reach new understandings based on trust and keeping a topic in suspension during the 
event of dialogue (Herda 1999: 82). In the process, data surface through a dialectic 
exchange focused about the research topic (Herda 1999: 87).  Knowledge and new 
understandings generated during the research process may open up new possibilities for 
future research. Critical hermeneutic research is action-oriented. The researcher can be 
transformed in the process and may begin to see the world differently. This may 
culminate into informed meaningful action (Herda 1999: 80). 
As stated above, this participatory research is field-based. This places the 
researcher in the world of the research participants and contributes to reaching new 
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understandings about the research topic. Geertz (1973: 16) explains that “the claim to 
attention of an ethnographic account does not rest on its author’s ability to capture 
primitive facts in faraway places and carry them home like a mask or a carving, but on 
the degree to which he is able to clarify what goes on in such places, to reduce the 
puzzlement – what manner of men are these?”  This anthropological approach was 
significant for my research in Uganda. As stated above in the Literature Review, art in 
the context of anthropological study is not understood as an aesthetic object, but as part 
of the social dynamics of a culture.  
 Anthropological observations and interactive discourse reveal data that are fixed 
into a text for the researcher to interpret. Ricoeur (2007: 18) explains the importance of 
text in terms of hermeneutics stating that, “the task of hermeneutics…is twofold: to 
reconstruct the internal dynamic of the text, and to restore to the work its ability to 
project itself outside itself in the representation of a world.” The text is interpreted in 
several stages. First, the research conversations are transcribed. The insights of the 
research participant are fixed into written form by the researcher. The transcript is 
presented to the research participant providing the participant the opportunity to reflect 
on the data and may lead to more dialogue between the researcher and the research 
participant (Herda 1999: 98).  In the second stage of interpretation, the researcher 
compiles the data drawn from the research conversations. Geertz (1973: 20) explains that 
“what we inscribe (or try to) is not raw discourse, to which, because, save very 
marginally or very specially, we are not actors, we do not have direct access, but only 
that small part of it which our informants can lead us into understanding.”   
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This text is a synthesis of data about the research topic that includes the voice of 
all research participants. Once the data are fixed into text, the researcher has the 
necessary distance to interpret the text (Herda 1999: 86). The final stage of interpretation 
is when the researcher appropriates meaning from the text (Herda 1999: 86). At this 
stage, the researcher owns the text through a form of engaging dialogue. Ricoeur (1981: 
185) posits that “appropriation is the concept which is suitable for the actualization of 
meaning as addressed to someone… It takes the place of the answer in the dialogical 
situation.”  In this final stage of appropriation the researcher begins to expand their 
horizons about the research topic. 
The description of the research protocol described above illustrates the 
ontological event of critical hermeneutic participatory research. Critical hermeneutic field 
research challenges existing knowledge based on experience of the researcher and 
knowledgeable participants. The researcher is not on a quest to validate what is already 
understood as truth. The journey is a critique of pre-understandings, a collaborative effort 
whereby a “fusion of horizons,” a new understanding of the research topic is realized in 
the process of appropriation (Herda 1999: 62-64).   
I went to Uganda to better understand the creative process and the ability of this 
process to raise social issues to the level of discourse through interaction and dialogue 
with art developers. Using the research categories of narrative, identity, and imagination I 
wanted to unveil how art practices may promote dialogue that leads to informed action in 
community development work in Uganda, a country steeped in socio-cultural artistic 
traditions. 
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Research Categories 
The research categories inform the guiding questions, thus giving the research 
conversations a direction toward my inquiry. I explored the use of various artistic 
mediums in the context of community development in Uganda using three critical 
hermeneutic concepts to guide my inquiry: narrative, identity, and imagination. Narrative 
was important because it is temporal, provides an interface for reflection, and the 
construct for storytelling. Identity is personal, cultural, and revealed through the stories 
we tell. Imagination is interwoven in both narrative and identity. It is the imagination that 
keeps the creative process in motion as the process of interpretation uncovers hidden 
meanings.  
 Artistic expression can be described as an ontological text that houses our sense 
of self and communicates the uniqueness of our culture. The narrative category considers 
temporality, distance for reflection and storytelling, all of which are characteristically 
non-linear from a critical hermeneutic orientation. Stories may be told and retold from 
different perspectives. Historically, narratives were conveyed in traditional Ugandan art.  
Identity is one of the major issues Ugandans are working through today.  
My intent was to explore how artistic expression and interpretation may reveal 
insights about personal and cultural identity in Uganda. This was significant given the 
struggle Ugandans face with traditional and modern interpretations of their identity. 
Imagination is inherent in the creative process because the artist is constantly 
reinterpreting the work in progress. Using the critical hermeneutic research categories 
above, I sought understanding of the potential of art to raise issues to dialogue by 
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considering how the art maker develops narratives and explores identity before fixing 
these ideas into form. 
Research Category One: Narrative 
 
 Narrative is a playing field of character, plot, and events and a medium for 
exploring temporality, what Ricoeur (1984: 66) describes as three-fold mimesis. Ricoeur 
presents time as fluid, with three distinct yet interconnected phases. First, we prefigure 
our past in terms of our history, values, and beliefs. Then, we refigure an imaginary 
world where we could conceivably live. Finally, we configure a plot, a directedness that 
is the synthesis of our past and our aspirations for the future. The significance of 
Ricoeur’s theory is that though time is linear, we can only understand our narrative by 
considering past, present, and future together. The reason I am living my life today is 
because of past experiences and my aspirations for the future. While time periods are 
defined, our narratives are understood by intermingling time periods. Each time period is 
illuminated or concealed based on the stories we tell. Ricoeur (1984: 3) explains that “the 
world unfolded by every narrative work is always a temporal world…time becomes 
human time to the extent that it is organized after the manner of narrative; narrative, in 
turn, is meaningful only to the extent that it portrays the features of temporal existence.” 
Ricoeur’s theory of mimesis encourages us to relinquish a linear mindset and enter into a 
non-linear way of being in the world.  
This non-linear thinking is what the artist enlists when creating an artwork. 
Reducing the artistic process to sequential steps changes the nature of art to that of a 
craft. The great challenge in development using art is avoiding crossing the line between 
the creative process and the execution of a craft. Narrative is a medium that can enrich 
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life, but only if individuals are oriented to experiencing other people. The creative 
process encourages an embrace of the other. Storytelling, especially using art, leads us 
down the path of the unknown where the other awaits us. 
 Kearney (2002: 3) says that storytelling “is what gives us a shareable world.” 
Storytelling provides a venue for us to present our life to the other and invites the other to 
visit our world. Kearney (2002: 143) believes that through storytelling we gain a 
narrative intelligence through the meanings conveyed. There is a peculiar combination of 
imagination and reality that allow wisdom and insight to surface. We are all very 
different people, but through the exchange of stories, we may formulate connections with 
the other, potentially uniting seemingly different people. When we start to inhabit other 
worlds, we expand our own horizons and this may lead to new understandings. Kearney 
(2002: 132-3) explains that “our exposure to new possibilities of being refigures our 
everyday being-in-the-world. So that when we return from the story-world to the real 
world, our sensibility is enriched and amplified in important aspects.” Storytelling has 
significant implications for community art development work because it offers a venue to 
live or experience possible worlds. 
   Stories fixed into a narrative, provide an interface that allows one to interact at a 
distance while at the same time being intimately involved with what is being expressed. 
This provides the necessary distance to ponder and reflect (Kearney (2002: 12-13). If we 
understand artwork to be a tangible text than art is an interface that is both communicable 
and unimposing allowing individuals to reflect and return at anytime to the artwork. The 
same is true of the artist during the artistic process. Narrative is a medium that teaches us 
about life in general and ourselves in particular. It is neither specific nor stagnate, but all 
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encompassing. Through narrative we may begin to understand the complexities of our 
identity.  
Research Category Two: Identity 
 
Ricoeur (1992) explains personal identity as a combination of idem and ipse. 
Idem is sameness; it is that part of us that remains constant and distinguishable 
throughout time. Ipse is self-hood; it is unpredictable and temporal. Ipse identity is 
constantly changing because it is responsive to otherness or the unknown. Ricoeur (1992: 
118) posits it is the extent that idem and ipse overlap that determines the strength of our 
personal identity. The problematic lies in how ipse identity responds to the other because 
once ipse is free from idem our personal identity is threatened. This hermeneutic concept 
may pertain to art in Uganda because there are art forms that are unique to Ugandan 
culture, but foreign influences are likely to alter these traditional art expressions because 
who we are is housed in our art.  
Ricoeur’s concept of personal identity is dynamic. The spheres of idem and ipse 
are constantly moving, overlapping at times and being thrust apart at other times. This is 
so because as we progress in life we are constantly negotiating change due to our 
interaction with the other. These decisive moments are similar to what the artist 
undergoes in the creative process. There is an ongoing play with what has been 
constructed and how to manipulate that construct differently to express the truth of a 
message or a narrative the artist longs to convey. The creation and discovery of this truth 
is akin to trying to maintain the ethical component of the self.  
Ricoeur cautions us to maintain a tension between idem and ipse. For there will 
always be change, but the challenge is to enrich the self through interaction with others, 
 45
and still retain the integrity. Ricoeur (1992: 123) calls this honoring a promise, noting 
that “keeping one’s word expresses a self-constancy that cannot be inscribed…within the 
dimension of something general but solely within the dimension of who.” Ricoeur 
extends this concept of idem-ipse identity to one’s cultural identity. There is a 
permanency found in traditions and history that are not negotiable; these traits are part of 
our core being. This explains the turmoil felt by Ugandans during the period of British 
rule. The challenge is to interact with others outside of our grounded culture, accepting 
what will help us endure through ages without changing that which uniquely defines 
ourselves and our culture. 
Ricoeur describes idem-ipse identity in terms of character. Ricoeur  (1992: 119-
121) explains that our character includes our traditions, heritage, and acquired traits 
rolled up into an irreducible whole. Using narrative as a schema we may understand who 
we are in the story of the narrative. Ricoeur (1992: 148) posits that “this mediating 
function performed by the narrative identity of the character between poles of sameness 
and selfhood is attested to primarily by the imaginative variations to which the narrative 
submits identity.” This kind of narrative identity is what Ugandans play with in theatre 
for development practice where they act out different roles in a play. 
Ricoeur (1992: 142-149) believes we can understand our identity through 
narrative because the narrative is a framework that includes characters and events. Using 
the narrative medium we can explore our identity based on how we act and respond to 
what occurs in the story. Ricoeur posits that character drives the story because our ipse 
identity is manifested in action. The theory of narrative identity is very important for 
exploring the artistic process in development because the narratives created using art 
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propose different development scenarios that inform future acts. Interpreting narrative 
identity requires the imagination. 
Research Category Three: Imagination 
 
 Imagination is where we entertain new ways of being. It is the medium that 
allows us to engage in the interpretation of narrative and the creation of new worlds. It 
frees the mind from the confines of reality and paradigms that inhibit us from acting and 
thinking differently. Kearney (1998: 100) describes this as poetical imagination. This is a 
liberating experience freeing us from of the confines of our world reality. Our lack of 
inhibition allows us to embrace the foreign other. Much like ipse identity, poetical 
imagination follows a non-linear logic.  Kearney (1988: 368) explains that “poetics is the 
carnival of possibilities where everything is permitted, nothing censored. It is the 
willingness to imagine oneself in the other person’s skin, to see things as if one were, 
momentarily at least, another.”  Imagination allows us to live vicariously in foreign 
worlds and in this poetical phase we begin to appropriate something new.  Art is the 
liberator that allows us to play with our most remote fantasies and to discover truths we 
never knew existed. Art provides the medium to remain grounded as our thoughts take 
flight into the unknown. 
 Imagination has a dialectic quality that allows the viewer or reader to interact with 
text. It weaves in and out of the narrative construct, revealing our different roles of 
character and allowing us to interpret meaning that would otherwise remain concealed. 
Kearney (1998: 148) states that, “imagination can be recognized accordingly as the act of 
responding to a demand for new meaning, the demand of emerging realities to be by 
being said in new ways.” Imagination may be understood then as a way of thinking and 
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seeing otherwise yet there is also the imagination that configures meaning. Ricoeur 
(1991: 172) explains this saying that imagination “gives an image to an emerging 
meaning.” The ability to synthesize a plot or to reinvent a life - taking into consideration 
interrelation of our past, present, and future - is only possible when we imagine. In order 
to think differently and in a non-linear fashion, we require some form of dialectic to keep 
things in motion.  The artistic process would remain stagnate if it were not for the 
imagination that drives our curiosity. It is due to our imagination that artists are able to 
shift their train of thought in different directions that lead to a myriad of possibilities.  
Imagination is not mere fantasy. Ricoeur (2007: 171) describes imagination as a 
mediator between two polarized ideals. The dialectic turns from innocent play to a toggle 
for balance. We use our imagination as we search for meaning and struggle with ethical 
issues. Ricoeur, throughout his works, cautions to resist the urge to compromise when 
faced with conflicting ideas. Ricoeur (2007: 175) posits imagination as a “heuristic force” 
the “capacity to open and unfold new dimensions of reality by means of our suspension 
of belief in an earlier description.” The imagination flows back and forth between 
oppositions until commonalities have been recognized to the degree that both may stand 
side by side recognizable, yet united.  Ricoeur (2007: 186-187) posits that “if imagination 
is a process rather than a state, it becomes comprehensible that a specific dysfunction 
corresponds to each direction of the imagination process.”  Imagination as a mediator 
allows us to contemplate different perspectives, each to their own merit by allowing us to 
see one in the other. Our understanding then is not skewed or distorted. Kearney (2002: 
12-13) describes this when considering how we interpret narrative saying that, “for while 
imagination enables us to empathise with those characters in the story who act and suffer, 
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it also provides us with a certain aesthetic distance from which to view the events 
unfolding, thereby discerning ‘the hidden cause of things.’ It is this curious conflation of 
empathy and detachment which produces in us…the double vision necessary beyond the 
closed ego.” Imagination helps us makes sense of reality. 
Using imagination we are able to keep extremes from overtaking us; to have an 
identity that honors a promise; and to gain knowledge about our world through the stories 
we tell. Kearney (1988: 368) states that “the logic of the imaginary is one of both/and 
rather than either/or. It is inclusive and, by extension, tolerant: it allows opposites to 
stand, irreconcilables to co-exist, refusing to deny the claim of one for the sake of its 
contrary, to sacrifice the stranger on the altar of self-identity.”  The artist welcomes 
tension and conflict because part of the artistic process is finding balance and unity in the 
midst of disarray. Creating art to work through development issues has strong potential 
for community development work in Uganda.  
Research Guidelines 
 The initial phase of the research started with establishing contacts in Uganda 
through networking and selecting research participants through preliminary research. I 
recount the process in the Entrée to the Research Site and Conversation Participants. The 
second phase was Data Collection. I explain the Timeline for collecting data, the steps 
used in Data Analysis, the Research Questions that guided my research conversations, 
and the Research Journal. I conclude with a description of my background as an amateur 
artist, providing insight about my orientation toward the research of how the creative 
process may initiate discussion about social issues. 
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Entrée and Introduction to Research Site 
 
  I began working on the entrée to the research site in Fall 2008. Through friends, I 
was introduced to a family that opened up their home to me, at the beginning of my trip. I 
was grateful to know that I had a place to stay with Ugandans because I wanted my 
research to include as much of the Ugandan culture as possible. In order to delve into art 
practices in Uganda, I knew that I would also have to understand the culture, not from 
books, but directly from Ugandans. While Ugandans are extremely kind and willing to 
provide assistance to anyone in need, I learned that they guard their culture and the 
people in their community very carefully. Perhaps, the wounds of colonialism have not 
yet healed.  
  Upon arrival, I was cautioned by some Ugandans that only certain areas of 
Kampala were safe, especially for a single foreign woman. The presence of guards and 
policemen patrolling the city and in some areas homes was a new experience for me. In 
Kampala, I could reach slum areas in a mere 15 minutes of travel. I was advised to 
choose three safe eateries to frequent, hotels being the safest, because foreigners are 
sensitive to the food and water. I was counseled to proceed immediately to the hospital if 
I experienced any sign of illness. Mosquitoes were also a problem. A new strain of 
malaria was sweeping Uganda. One Ugandan asked if I had been bitten yet by the bugs or 
had shots. He confided that he had just been administered a malaria shot. While some of 
this advice was shared with me before leaving on my trip, hearing these words from 
Ugandans was particularly impressionable. Yet with each new day, the cautionary advise 
was overshadowed by the warmth and care that Ugandans extend to the other. 
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  Electricity is sporadic in Uganda, although during my stay I did not experience 
any noteworthy problems. However, Internet access is a luxury. The mode of 
communication most widely used is text messaging to a cell phone, phone conversations 
are kept to a bare minimum and I never once received a voicemail. My host kindly 
allowed me to use his cell phone the first day, but as one contact said, “call me when you 
have a cell phone. You’re going to need it.” This was my introduction to Uganda. In 
possession of a few contact names, a cell phone, and safety guidelines, I began my search 
for research partners based on some initial introductions I had from the United States.  
Conversation Participants 
 
  I secured my conversation participants through networking. Drawing from my 
preliminary research on art development work in Uganda, I emailed Artfully AWARE, an 
organization that has already established some art development projects in Uganda. I was 
given the contact information for Justin Igala, a Ugandan development artist that works 
with Artfully AWARE. I made email contact with Justin just before leaving for Uganda 
and Justin agreed to meet with me. Fred Mutebi is the founder of Let Art Talk. I read 
about Fred’s work both in Uganda and in Texas. Fred expressed interest in being a 
research participant. I also found contact information for the Uganda National Cultural 
Centre.  
  In addition to the people above, my advisor tapped her resources and secured 
contact information for a developer who works for the Christian Child’s Fund in 
Kampala. Though I did not have a research conversation with him, he was one of the first 
people I met my first day in Uganda, and was instrumental in orienting me to Kampala. 
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At that time he offered very sound advice about how to approach my field research and 
recommended a few people as contacts.  
  I remember waking up that first morning in Kampala. My host family, was ready 
to embrace the day by 8:30. I however, was extremely jet-lagged after the two-day trip 
from San Francisco to Kampala. My host offered to telephone the people I had made 
contact with before the trip. No one was readily available, but we were eventually 
directed to the Nommo Gallery. Feeling disoriented and still trying to comprehend I was 
in Uganda, I was driven to the Nommo Gallery for my first conversation with Jacqueline, 
manager of the Nommo Gallery. 
  Thereafter, each conversation partner introduced me to a new conversation 
partner. I found that the artists and developers took a keen interest in my research topic, 
so their recommendations were chosen with care. Many of the conversation partners 
expressed an interest in learning about the results of my research and some came to new 
understandings about their work. I also contacted organizations involved in cultural 
activities centered around art and development including the Cross Cultural Foundation 
and the Ndere Center. The Cross Cultural Foundation gave me the name of Faisal 
Kiwewa, founder of Bayimba Cultural Foundation, who agreed to meet with me. The 
director of the Ndere Center agreed to speak with me but we did not have a conversation 
due to conflicting schedules.  
My conversations were almost exclusively conducted in Kampala where the 
majority of artists live and where cultural activities in Uganda are staged. One 
conversation was conducted in northern Uganda in the town of Gulu. I had twelve formal 
conversations in Uganda. The majority of my conversation partners were artists who also 
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hold other professional positions. I eventually learned most of the conversation partners 
knew of each other.  
In Table 1 below I outline the research participants’ names, art medium 
specialization, affiliated organizations and titles, and art development practice. I use 
participants’ first names in the chapters that follow. Following this table, I draw from the 
entries in my research journal to introduce my conversation partners and the sites where 
we had our conversations. The sites are revealing of Ugandan culture as well as Ugandan 
artists. The description of my conversation sites together with the research participants’ 
background reveal Uganda from a cultural anthropological lens and within the context of 
my research.  It is important to note that there are two distinct art mediums used in 
community development in Uganda, visual and performance arts. The visual arts are a 
new art medium for marginalized communities and some of the research participants with 
backgrounds in traditional art forms such as drama, music, and crafts, are currently 
promoting the visual arts. The research participants fall loosely under the categories of 
visual and performance artists. In Chapter Five, I go into greater detail about the art 
background of the research participants. 
I divide this section into the headings of The National Theatre, Let Art Talk, 
Makerere University, and the National Arts & Crafts Village. Uganda National Cultural 
Centre is located in the National Theatre which is the site of most art and cultural 
activities in Kampala and home of the offices of Bayimba Cultural Foundation. Let Art 
Talk is the organization that works with child refugees in the city of Gulu in northern 
Uganda. Makerere University is well known for their art departments and art gallery. 
National Arts & Crafts Village is an open-air market located behind the National Theatre. 
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Table 1: Chart of Conversation Partners  
 
 
Conversation 
Participant 
Art Medium/ 
Background 
Occupation/ Affiliation Art and Development 
Practice 
Jacqueline 
Ampaire 
Visual Artist Manager/ Promotes visual arts and 
craft making as an art and 
source of income 
Textiles Nommo Gallery  
 
Joseph 
Walugembe 
Performing 
Artist 
Choreographer, 
Music, Dance, 
Drama 
Artistic Director/ 
Uganda National 
Cultural Centre 
 
Supports the use of art in 
development/  
background  in 
Theatre for Development 
Faisal Kiwewa Performing 
Artist  
Music, Dance, 
Drama 
Director and Founder/ 
Bayimba Cultural 
Organizes workshops, and 
festivals on art and culture/ 
art and development Foundation 
 
Justin Igala Visual Artist 
Painting, 
Illustrations 
 
Freelance / Multimedia 
Designers MMD 
 
Uses art in community 
development/ 
 Development Artist and  
Uganda Representative 
for Artfully AWARE 
 
Fred Mutebi Visual Artist 
Painting, 
Wood Carving 
Freelance Artist Organizes community art 
projects/  
Let Art Talk (Founder) 
Vincent Okuja Visual Artist 
Illustrator 
Freelance Artist 
 
Leads community art 
projects/ 
Let Art Talk (On-site 
Coordinator) 
Margaret 
Nagawa 
Visual Artist Fine Art Instructor Teaches for 
Curator Makerere University Let Art Talk 
Dr. Ellen A. 
Herda 
 Professor,  
Department of 
Leadership Studies, 
University of San 
Francisco 
Develops international 
projects and adult learning 
programs/  
International Developer 
and Educator 
Dr. Patrick 
Mangeni 
Playwright, Poet Professor, Chair 
Department of Music, 
Dance, Drama, 
Makerere University 
Educates students in 
theatre for development/ 
Theatre for Development 
Facilitator 
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Table 1: Chart of Conversation Partners Continued  
 
Conversation 
Participant 
Art Medium/ 
Background 
Occupation/ Affiliation Art and Development 
Practice 
Baron Oron Writer Self-Employed Leads projects in 
theatre for development/ 
Theatre for Development 
Facilitator 
Dr. Lilian 
Nabulime 
Visual Artist Acting Head Sculpture 
Department/ 
School of Industrial and 
Fine Arts 
Sculptor 
Makerere University 
Promotes dialogue with 
women in rural villages 
about HIV/AIDS 
Nuwa Wamala-
Nnyanzi 
Visual Artist Socio-cultural Artist 
Commentator/Consultant
 
Promotes awareness of 
social issues through art Painter, 
Illustrator 
 
National Theatre 
The National Theatre is the home of the Uganda National Cultural Centre. 
Jacqueline Ampaire explained to me that the Nommo Gallery is a department of the 
National Theatre. As stated above, my first conversation was with Jacqueline Ampaire, 
manager of the Nommo Gallery, the site of our conversation. The Nommo Gallery 
focuses on the promotion of the visual arts and is interested in working with village 
communities to help them come to new understandings about the value of art; it is also a 
meeting place for artists. Jacque explained the mission of Nommo Gallery, “we are 
taking art deep into society. For example, these women make baskets but they don’t 
treasure them as art products…we want to go there and tell them that they are artists but 
they don’t know they are artists so we shall prove to them by working on things that they 
are conversant with.”  
I held my conversation with Jacque on my first day in Kampala and I was a bit 
disoriented. I remember driving up to the Gallery. The entrance is a big grassy area and 
the exhibition rooms are fairly large with different types of art in each room. Outside the 
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gallery are rooms where the workshops are held. Our conversation was in Jacque’s office 
adjacent to the gallery.  
Jacqueline Ampaire is a young untrained artist who learns by watching and 
collaborating with other artists; she explained that this is true to African traditions. Jacque 
holds workshops for trained artists and interacts with the community to promote the use 
of art as a viable income source for the impoverished. She earned her undergraduate 
degree but married quickly afterward and has two children. Overall, Jacque successfully 
juggles African traditions and modern lifestyles. She embraces modern conveniences 
while never loosing sight of cherished traditions. When we had our conversation, Jacque 
was also moving back and forth between her role at the gallery and her responsibilities as 
a mother. She brought her son to work the day of our meeting. I was impressed by her 
ease of transitioning from managing staff, conducting an unexpected conversation about 
art with a foreigner and making a bed for her child on the couch in the office. Her son 
was recovering from malaria. At the end of the conversation, Jacque suggested I meet 
with the director of the Uganda National Cultural Centre, Joseph Walugembe. 
Joseph Walugembe is the artistic director of the Uganda National Cultural 
Centre. Joseph explained that the Cultural Centre was established by the parliament and 
mandated to promote and develop the culture of Uganda, the national agenda of 
parliament. The Cultural Centre falls under the Ministry of Culture. Joseph earned his 
undergraduate degree in Theatre and Administration and his master’s degree in Public 
Management and Ethics. He taught at Makerere University in the Department of Music, 
Dance and Drama. 
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Joseph began his artistic career at a young age singing in the school choir; his 
father was the choir master. He was an actor in over 40 productions and has participated 
in numerous international festivals in Africa, Southeast Asia, and Canada. Joseph’s career 
was guided by encouragement from friends who recognized his gift as a theatrical 
performer. While pursuing a degree in theatre he worked with a professor who was 
involved with theatre for development. Joseph worked on several community projects 
using theater for outreach. In 1999, Joseph began his administrative career at the National 
Theatre, working his way up from junior manager to his present position, artistic director. 
 The National Theatre is the building that houses the Uganda Cultural Centre. I 
remember walking to the National Theatre for the first time to meet Joseph. Hopeless 
with directions and relatively new to Kampala, I managed to get the attention of a 
foreigner who provided me with directions to the National Theatre. The National Theatre 
is a meeting place for artists and the performance venue for most if not all cultural events 
in Kampala. It is adorned with mosaics and posters randomly pasted at the entrance and 
there is always a small gathering of Africans in the front of the building. When I entered 
the National Theatre, it was very dark and had the feeling of an abandoned building. I 
was unaccustomed to the dimmed lighting. Veering to the left, I noticed an empty bar 
area in the hallway near a stairway that lead up to several rooms, most of them offices. I 
met Joseph for the first time at the base of the stairs. He was on his way to a meeting and 
rescheduled our conversation for the following day.  
In all my years speaking and working with artists, I never met anyone who spoke 
so eloquently about art. Joseph provided insight not only about art practice but also about 
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the creative process as it may apply to non-art professions. Joseph has used art in theatre 
for development and teaching disabled and mentally challenged children.  
My conversations led me to other areas of the National Theatre. As stated above, 
the Uganda Cross-Cultural Foundation suggested I contact Faisal Kiwewa, director of 
the Bayimba Cultural Foundation. Faisal’s office is located on the second floor of the 
National Theatre, but our conversation took place on the ground level in the restaurant. 
We talked while sipping on African tea. Faisal began his art career at the age of six, 
acting, singing in the choir, and dancing traditional work from all areas of Africa. His 
exposure to African culture through art is extensive and yet he is only 26 years old.  
In 2006, after traveling Africa gathering information on art, culture, and 
development, Faisal founded the Bayimba Cultural Foundation. Faisal explains, “I said 
maybe there is a need of something that can be a unifying factor, unifying place whereby 
all these cultures can merge and see what they do and what do others have, how can they 
work together to come up with something that is almost the same but at least matches the 
similarities.” He is committed to bringing artists together and promoting the creation of 
art with meaning for all Ugandans – not just the elite. Faisal convenes conferences with 
artists and non-artists who are interested in developing culture and art.  
We began our conversation sitting alone in the restaurant, but soon people began 
to trickle in. They didn’t necessarily come to eat. National Theatre is an open meeting 
place; it is a public space where the younger generation may express themselves through 
many art forms including hip-hop and poetry. Ugandans who congregate at the National 
Theatre seemed to be sensitive to the other in their midst.  
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The ground level of National Theatre is a maze of niches, alcoves and open 
spaces where people tend to convene for informal meetings. I visited all of them when I 
met Justin Igala for our conversation. Privacy is not easy to come by. Justin and I tried 
several different areas, but I noticed people would gravitate very close to where we were 
sitting. During my conversation with Justin, a young man sat near us to eat his packed 
lunch. The young man fumbled with wrappers and listened to our conversation for quite a 
long time. Then suddenly, he got up and in a disappointed voice uttered, “Oh artists!” It’s 
as if they are saying with their eyes, this is our home and who is this person talking to our 
friend?  
Justin Igala is the Uganda Representative for Artfully AWARE, an organization 
that solicits proposals and then creates educational and therapeutic art programs for 
developing communities worldwide. Justin is an internationally acclaimed visual artist, 
who began experimenting with art as a child in primary school and eventually earned his 
bachelor’s degree at the Makerere University School of Industrial and Fine Art. In 1994, 
Justin began freelancing as a development artist, creating visual learning aids to assist 
non-government organizations (NGO) in their development work. He formulated his own 
method of reaching out to community and in both of our conversations he spoke very 
little about himself, but quite a lot about the communities where he works. Liberating 
himself from the closed world of art exhibitions, Justin found fulfillment working in 
community and experimenting with art in ways that challenged his traditional training at 
the university. His move from fine art to community art development is shared by the 
artists of Let Art Talk.  
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Let Art Talk  
In 2007, Fred Mutebi founded Let Art Talk, an organization that works with 
marginalized communities to teach children to express themselves using art. Fred Mutebi 
is an internationally acclaimed visual artist who earned his degree at the Makerere 
University School of Industrial and Fine Art. He sells his work to financially support the 
initiatives of Let Art Talk. Fred started creating art as a young child, inspired by the work 
of his uncle who aspired to be an artist. Fred is noted for a unique printing method using 
wood carvings as a template. He was awarded a Fullbright scholarship in 2008 and 
traveled to Texas where he was a resident scholar at the Christian Brothers University. 
Fred is working on two major projects currently: Talking Murals and art therapy for war 
refugees in northern Uganda. Fred is committed to using art to bring communities 
together, promote dialogue, and heal. His own personal creations are commentaries on 
society.  
Fred drove me to his home for our conversation. As soon as I entered the car, he 
began speaking about his work, his passions, and desires. The drive to his house was 
particularly interesting because it was the first time I saw people who were struggling in 
Kampala. The dusty roads were full of potholes, but the bumpy ride did not deter my 
interest in the children I saw along the way. As we walked into his house Fred pointed to 
a room in his yard he was converting into an area where children from the north could 
come and stay while interacting with other children from Kampala. His studio was 
cramped, filled with both completed art and works in progress. Fred explained his art 
practices in detail as well as the messages he was trying to relay through metaphor.  
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I spent the afternoon with Fred, stopping only for a brief time to enjoy the cooked 
bananas his wife made for us. When Fred drove me back to my host’s house we spoke 
about the possibility of visiting northern Uganda. Fred had been working in northern 
Uganda with some researchers who were exploring the use of art therapy on the victims 
of the civil wars in northern Uganda. He suggested I speak with two of his colleagues of 
Let Art Talk, Vincent Okuja and Margaret Nagawa. I spoke with Vincent during my visit 
to Gulu. 
Northern Uganda has been plagued with war for the past twenty years. Gulu is 
one of the poorest towns in this region and the hub of NGOs. The refugee camps and 
makeshift schools are located outside of the city. This is also the town where the project 
Let Art Talk is actively working with war refugee children. When my advisor, arrived in 
Kampala we planned a trip to travel to the North and Gulu was one of the destinations. 
When we arrived in Gulu it was very late at night and in some parts of the village, there 
was no one to be seen. At breakfast in the morning, I spoke briefly with a woman from 
the United Kingdom who was doing field research for her master’s degree. She explained 
that most of the NGOs had left Gulu and the refugees were returning to their homes after 
nearly two decades of civil war. I had been text messaging Vincent as I grew closer to 
Gulu, waiting anxiously to arrange a meeting with him. Finally, I received a text message 
from Vincent and we arranged to have our conversation in the back of a restaurant. After 
our conversation, Vincent invited Ellen and I back to his apartment where he showed us 
his artwork.  
Vincent Okuja is a visual artist who earned his degree at the Makerere 
University School of Industrial and Fine Art. A native of northern Uganda, Vincent’s 
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capstone was an exhibition of illustrations on the war in northern Uganda. After 
completing his studies at Makerere, Vincent returned to Gulu. Fred heard about Vincent 
and asked him to join Let Art Talk as the On-site coordinator in Gulu. Vincent is 
currently investigating the possibility of obtaining his master’s degree in art therapy so he 
may better assist the children war refugees in Gulu. His work is known both in Uganda 
and the United States. 
After the trip to Gulu, I felt compelled to have a research conversation with my 
advisor, Dr. Ellen A. Herda. Ellen and I had explored Kampala, traveled through 
different parts of Uganda, and visited refugee camps. With her experience in the field of 
development and exposure to a variety of Ugandan art, I was eager to challenge my own 
understandings of my research findings on the artistic process and the potential for this 
process to raise social issues to the level of discourse. 
Margaret Nagawa is a visual artist who earned her bachelor degree at Makerere 
University School of Industrial and Fine Art and her master’s degree in Arts Curatorship 
at Goldsmiths College in the United Kingdom. She is particularly interested in the 
relationship artists have with their public. She worked for the Uganda Artists Association, 
an arts organization that provided support services for local and visiting artists. Margaret 
juggles several careers. She is a mother of three children, a teacher at Makerere 
University, curator of Makerere’s Art Gallery and she travels regularly to northern 
Uganda to work on the Let Art Talk project. My conversation with Margaret was at 
Makerere University.  
I read about Makerere while researching Uganda and was excited to see what the 
university was like. I remember Margaret guiding me via cell phone through the dirt and 
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pot holed roads of the university to a small building lodged behind the School of 
Education. We sat just outside her office under trees and on metal folding chairs atop a 
cracked slab of cement.  She seemed embarrassed about the conditions of the University, 
but I felt privileged to be in a historical setting. Margaret spoke passionately about Let 
Art Talk and after our conversation I strolled outside to look at the sculptures and meet 
the other artists. Little did I know that I would return to campus for additional 
conversations, but at an entirely different department. 
Makerere University 
As stated in the Background section, Makerere University is famous for the 
Margaret Trowell School of Art. Trowell is most noted for trying to retain part of African 
tradition at a time when colonial influence was instrumental in reshaping Uganda. The 
school produces fine artists, many of whom I spoke with in Uganda, and the consensus 
among these artists is that something is lacking in this education. Yet, serious students of 
art aspire to attend this prestigious school. When Joseph recommended that I speak with 
the Director of the Department of Music, Dance and Drama, I hadn’t anticipated the 
wealth of knowledge I would learn about traditional dance, music and drama and its 
importance for Ugandans. This department is where students are educated in the field of 
theatre for development. 
Dr. Patrick Mangeni is a playwright, poet and the Director of the Music, Dance 
and Drama Department at Makerere University. His doctoral dissertation entitled 
“Freedom to Express For Negotiating Gender and Gender Equity,” explored methods 
used in theatre for development. Patrick works extensively in theatre for development, 
training his students at Makerere to be facilitators, people trained to lead theatre for 
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development projects. I met with Patrick when he had just returned from roughly two 
weeks of field-work with his students. 
I had a difficult time locating Patrick’s department and office at Makerere. We 
drove along the dirt road to a rusted, battered abandoned building where the worn torn 
sign for the Music, Dance and Drama Department was displayed. Confused, I phoned 
Patrick for assistance. As directed, I crossed the dry lawn and stepped over the six-inch 
barbed wire fence to the department building where his office was located. The building 
appeared abandoned until I walked through the door. I was taken aback when he entered 
the office. It was the first time I had seen an African man in an African tunic and 
matching pants. Most men in Kampala wear Western-style clothing. 
Patrick was forthcoming with insights and willing to introduce me to more of 
African culture, but I was leaving in two days. He encouraged me to contact his 
colleague, Baron Oron. I telephoned Baron immediately and we agreed to meet the 
following day. Baron is considered one of the best trainers and facilitators in participatory 
development with a particular emphasis on theatre for development. We agreed to meet at 
the YMCA because he had no electrical power in his office. It took us a long time to find 
a meeting place that was quiet enough for me to record our conversation. This was 
another area of Kampala I had never visited and the feel was different; I felt less detached 
from Ugandans. I was obviously a stranger in their neighborhood, but they did not look at 
me with suspicion. The Ugandans around me seemed curious about my presence. Baron 
met several people as we walked together and I immediately felt at ease with him.  
On a separate trip to Makerere, I visited the university’s Art Gallery. After 
hearing about the limitations artists felt participating in exhibitions at the school, my 
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expectations were not high. It was yet another adventure locating this building. Unlike 
most galleries, the building was tucked away and despite the published hours of 
operation, the gallery was closed. However my driver was committed to finding out more 
information. As we walked around looking for people, I saw Fred Mutebi who was on 
campus printing some of his work. We greeted each other and Fred guided us to the 
gallery, inquiring along the way as to when the artist, Lilian Nabulime, would arrive.  
Dr. Lilian Nabulime is an internationally acclaimed sculptor. In Otiso (2006: 53) 
Lilian is credited as, “one of Uganda’s prominent female sculptors” and who aspires “to 
liberate Ugandan women, many of whom are illiterate.” A graduate of the School of 
Industrial and Fine Art at Makerere University, she is currently Acting Head of the 
Sculpture Department. Lilian was raised in a family that was supportive of creativity. 
Despite some setbacks, Lilian was committed to a career in art and has displayed her 
work internationally. Her exhibit at the art gallery was the culmination of her doctoral 
research on women’s experiences with HIV/AIDS. Lilian’s research was inspired by the 
death of her father and husband from HIV-AIDS and her sister who is infected by 
HIV/AIDS. She conducted her research in England where she earned her doctorate 
degree and extended her research to rural communities in Uganda where dialogue about 
HIV/AIDS is considered a taboo.  
Lilian’s work in two different countries revealed the challenges of appealing to 
the cultural identity of Western and African cultures. I conducted the conversation with 
Lilian in the gallery amidst the variety of her sculptures. Lilian explained the meaning 
embedded in her cultural metaphors, the stories she told through her installations, and the 
process she underwent to create her pieces. As Lilian discussed each piece, I learned 
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more about Ugandan culture, her personal experiences, and the challenge of raising social 
issues to dialogue in Uganda. Margaret spoke about Lilian’s work during our 
conversation, but I learned about Lilian’s exhibit from Nuwa Wamala-Nnyanzi. After our 
conversation, Nuwa, who had received an invitation to the opening of Lilian’s exhibit, 
offered his invitation to me as a way of introducing me to Lilian. 
National Arts & Crafts Village  
My conversation with Nuwa Wamala-Nnyanzi, took me back to the National 
Theatre. In back of the theater is an area where an open market is held daily. There are 
permanent stalls in a semi-circle and grass in the center. In the mornings you will see the 
owners clearing or thrashing the entrance to the stalls and arranging their arts and crafts. 
It wasn’t until I went to the market specifically for a research conversation that I realized 
the area was the National Arts & Crafts Village. I learned from their brochure that the 
village is more than a marketplace for tourists; it is also a place where cultural heritage is 
celebrated. In the brochure the mission statement reads,  
our cultural heritage is our foundation and inspiration to preserve, promote 
 and transform the Uganda Arts and Crafts into a vibrant sector, fundable as 
 an alternative education, a source of employment and a means of poverty 
 eradication among its members and clients.  
 
The brochure also lists their vision for the future. One of the significant points that is 
relevant to this research is the desire, “to sensitize and create awareness among the public 
and the private sector of the important role of the visual art in community development, 
preservation/promotion of culture, and poverty eradication.” Like so many other venues I 
visited for my conversations the atmosphere was very unassuming.  
 I met Nuwa my first week in Kampala. The sister of my host took me to the 
market area on a Sunday afternoon. Markets are often laden with items that appeal to 
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tourists, but visiting the market with a Ugandan was a different experience. Intermingled 
with crafts were items I found unimpressive but were a part of the Ugandan culture. For 
example, wooden bowls that resemble relish trays are replicas of plates used daily at 
mealtime. Yet there were stalls that proudly displayed traditional art such as traditional 
clothing, furniture, and musical instruments. Figure 2 Traditional Costume shows an 
original piece of clothing made of barkcloth. 
       
 
Figure 2: Traditional Costume     Figure 3:  Musical Instruments 
Figure 3 Musical Instruments is a sample of the traditional musical instruments that adorn 
the front of some of the stalls in the market. I learned that some of the baskets and wood 
crafts were created to hold milk and water. On one visit, an African woman purchased 
balls made of straw and sculpted animals, which were designed as toys for young 
children. However, the uses of these items were often described differently to me when I 
visited the market alone.  
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 On my first trip to the market, I visited Nuwa’s stall. I was enthralled by the 
scenes of daily life in Uganda that Nuwa had drawn on various different cloths including 
batik and barkcloth. Recognizing that these narratives relayed aspects of Ugandan 
culture, I explained to Nuwa I was doing research about the creative process practiced in 
art-making. He briefly explained his artistic process and gave me his business card.  
My second encounter with Nuwa was when our conversation took place. I met a 
girl who was working on an internship at the art village. She invited me to a meeting of 
the directors who were working with UNICEF to improve the marketing of their crafts. 
The meeting was scheduled at a place near the National Theatre, but I had no idea it was 
the market area. After asking several people for directions to this mysterious meeting 
place, I learned that the meeting would be held in a tent in the center of the market. After 
waiting for about 15 minutes on a folding chair under the tent, I was told to go to stall 30. 
When I arrived at the stall I recognized Nuwa and introduced myself, reminding him of 
my visit one week ago. 
Nuwa described himself as a visual artist practitioner and consultant. He is not a 
formally trained artist, but an artist by the “Grace of God.” Otiso (2006: 55) cites Nuwa 
as “one of Uganda’s most accomplished batik and mural artists.” He has been 
commissioned by major entities to create art messages using metaphoric images, his work 
extends to international organizations including UNICEF, and his visuals have been used 
by the World Health Organization. At the age of 19, Nuwa fled to Kenya. In Kenya, 
Nuwa had time to reflect on his country; art was the medium he chose to express his 
feelings. Nuwa’s inspiration to create social commentary art grew out of the need to 
present a positive image of Uganda, his interest in humanitarian work, and his desire to 
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help Ugandans see themselves differently. In addition to his work in the field of art, 
Nuwa was appointed Minister for the Buganda kingdom. His varied background has 
earned him respect among Ugandans. 
Data Collection  
 
  The primary data source for this research came from research conversations with 
the participants introduced above. I conducted the research conversations and transcribed 
the research conversation into a working text. Almost all of my conversation participants 
received an email explaining my research before our meeting (see Appendix A for Letter 
of Invitation). All of my conversations were conducted in English. My research topic and 
procedure was outlined verbally to all my research participants before the conversation 
began. Each participant signed a consent form (See Appendix B for Research Consent 
Form), agreeing to participate in the research and to the audio recording of the research 
conversation. Each research participant received a copy of the conversation transcript and 
a summary of the data to review for accuracy.  Upon request, changes were made to the 
transcripts and data summaries and the final version was the source used for my data 
analysis. Additional data was drawn from photographs, artwork, and my research journal. 
Research Journal 
 
In addition to the data collected from the research conversations and in 
accordance with research protocol, I kept a research journal (Herda 1999: 98). In the 
journal I recorded thoughts about the meetings with my research participants and 
incorporated these observations in Chapters Four, Five and Six. When I attended 
performances or visited cultural venues, I wrote about my experiences (please see 
Appendix C Excerpts From Research Journal). Documentation at art venues was scarce, 
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however I purchased the catalogue from Lilian’s exhibit, some art from the markets and 
from some of the artists involved in my research.  
I also took photographs during my trip. My experience as a photographer taught 
me to proceed with caution when arbitrarily snapping photographs of people I do not 
know well. First, the strength of the image is directly related to how well I know the 
person or surroundings. Second, there is the privacy of the person to consider and I 
learned quickly that photographs are a sensitive issue with Ugandans. Ugandans are very 
proud and very protective of the people in their community. For example, on one 
occasion, I asked a guide if I could take pictures and he remarked, “it’s okay [only 
because] you’re with me.” When I had encounters with Ugandans, I asked permission 
before taking their photograph. To my surprise, the families in the refugee camps were 
receptive to my taking photographs. One woman in particular requested a picture with her 
children and asked that I send it to her.  
Timeline 
 
 I conducted twelve research conversations in Uganda the first three weeks of June 
2009. I began transcribing my research conversations while I was in Uganda and 
completed transcribing the conversations at the end of July 2009. Upon completion I sent 
the conversation transcripts to my research participants thanking them for their 
contribution to my research and requesting they review and revise as necessary. I 
prepared a data summary of the transcripts and sent the summary to the participants 
shortly thereafter. The data analysis began in the middle of August 2009. 
 I remained in contact with my research participants through October 2009, 
clarifying details of our conversations. Our relationships became more personal and the 
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participants were enthusiastic about contributing more to the research. Their sincere 
interest and dedication deeply touched me. Vincent contacted me voluntarily when he 
learned of a comic series that an American created about the war refugees. His initial 
response (letter to author, October 13, 2009) was, “ok! I saw the works but I would 
criticize it, the settings [are] not relevant, the soldiers, dressing, housing, etc but it’s a 
cool way of communication and reaching the young ones too." Vincent (letter to author, 
October 19, 2009) expanded on his critique stating that, 
the names of your intended characters and values attached to each name [is 
important]…For example the name Dr. Lwanga Moses used in the comics book 
“Unknown Soldier,” published by Vertigo and written by Joshua Dysart was not 
well researched. Very important meanings are attached to names, some are 
seasonal/periodical, sign of good luck, bad luck, poverty…The name Lwanga and 
Sera are not from northern Uganda which makes it questionable where the 
characters were living before, whether there was an intermarriage or 
something…I would suggest a little more change in this book and I would also 
advice their artists to involve the local artists who will help them in character 
design and consultants.  
 
The Data Analysis was completed in November 2009.  
Data Analysis 
 
  Transcribing the conversations into a text allowed the necessary distance for 
interpreting the data so I could appropriate meaning from the text (Herda 1999: 86). I 
analyzed the data using the same critical hermeneutic theory referenced for composing 
the research questions. I noted any additional themes that surfaced. I remained open to 
the possibility that during the process of data analysis I would interpret the data in new 
ways that broadened my horizons about the research topic.  
  Herda (1999: 98-99) proposes the following stages for data analysis: 
• Transcribe the conversation into a working text; 
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• Review the text and highlight sections that reflect critical hermeneutic 
theoretical concepts; 
• Select passages reflective of themes based on research categories, take 
note also of other themes relevant to critical hermeneutic theory; 
• Interpret the selected passages according to critical hermeneutic theory 
and the research topic; 
• Discuss findings, including areas of the research that deserve further 
investigation. 
  After reflecting on the data revealed through the conversations, I came to new 
understandings about community art development and include those in my Data Analysis 
in Chapter Six.  
Research Questions 
 
 Central to critical hermeneutic participatory research as stated above is Gadamer’s 
(2004) concept of play, a back and forth sharing of insights that may lead to new 
understandings (Herda 1999: 81-82). An authentic conversation is one in which the topic 
is the main focus and there is a reciprocal exchange of dialogue between the researcher 
and the research partners. The research data about art in Uganda were revealed through 
conversations that unfolded using guiding questions that were informed by the theoretical 
research categories of narrative, identity, and imagination. Before beginning my research, 
I asked William Cleveland, a seasoned art researcher, about his experience speaking with 
artists. Mr. Cleveland advised me not to ask direct academic questions, but to encourage 
the artists to talk about their experiences; my insights would emerge through their stories. 
I followed this advice and as each conversation progressed, I wove the guiding questions 
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into the discussion, reframing the questions as needed when taking into consideration the 
narrative that unfolded through our conversation.   
My conversations often revolved around the work of the artists. Each art form and 
artist is unique in style and approach to their work. I framed my questions with this in 
mind. Sometimes the guiding questions were addressed by the artists before I posed the 
questions, challenging the flow of the conversation. When necessary, I steered the 
conversation back to the themes of narrative, identity, and imagination. After transcribing 
the conversations, I then asked follow-up questions to develop more layers to the data 
with regard to my research categories. The guiding questions for each research category 
are listed below.  
Narrative 
I wanted to gain a better understanding of how cultural narratives may be 
developed, captured and represented in art practices. I was also curious about the strength 
of artistic expression as a medium to relay narratives in order to stimulate discussion 
about social issues. My research directive for narrative was in what ways are creative 
processes, culture, and social issues reflected in narrative. Some of the guiding questions 
include: 
1. In what ways may art and artistic expression reflect the story of a culture? 
2. How can particular art forms relay the narrative of a culture? Is the choice of the art 
form important? 
3. How and can artistic expressions bring social issues to the level of discourse?  
4. Why is art such an important aspect of Ugandan culture?  
5. How would you approach expressing a story using art? 
 
Identity 
Artists bring themselves to the artwork. It is an intimate experience. Knowing that 
Ugandans are struggling with identity issues as a result of modern influences, I was 
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curious as to how this was reflected in artwork. Additionally, I wanted to understand 
better how one’s identity came through in their artwork. My research directive was how 
does artistic expression reflects personal and cultural identity? 
1. What inspired you to become an artist? 
2. Can and how does art-making change the way you see your self and others? Have 
relationships changed as a result of the process of art-making? 
3. Can and how may artistic expression reflect both personal and cultural identity?  
4. Is there a place for modern art forms in development work? If so can they merge with 
traditional practices?  
 
Imagination  
Imagination is not an easy subject to address directly and I thought carefully 
about my own experience as an artist and how imagination played a role. I realized it was 
part of the quest to complete a work that left the art maker feeling satisfied. My research 
directive was how is the place of the spectator revealed through engagement, inspiration 
and social discourse? The guiding questions I used are: 
1. How can art engage the spectator to the extent that problems are raised to a level of 
discourse? 
2. What inspires you to create an artwork?  
3. What is it like to complete an artwork from start to finish?  
4. Can you describe what seems to be the most important or challenging aspect of art- 
making? 
 
 I stated in my proposal that I would look into technology and art practices, 
however, upon arriving in Uganda I realized it was not the appropriate time to explore 
this topic, because Ugandans were not using art and technology to a significant extent. In 
addition to the guiding questions listed above, I often posed to the conversation 
participants the following quote of African visual artist, Ayo Adewunmi: “The prevailing 
misfortune of Africa is the price she pays for alienating art from society.” The artists’ 
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responses provided me more insight into how art is used in Ugandan culture. Lastly, I 
reflected on my pilot study as additional preparation for my research in Uganda. 
The Research Pilot Study 
 Part of the initial phase of the research process is conducting a pilot study to 
explore the appropriateness of the categories and questions (Herda 1999: 97). The pilot 
study is a precursor to the dissertation research, but only in the field does it come alive as 
research. I conducted my pilot study in October 2008 as part of my anthropological 
research course. My pilot study provided me the opportunity to learn about the challenges 
I would face when conducting research conversations in Uganda and to better understand 
the verbiage I would use to talk about art. The lessons I learned from conducting research 
conversations and the application of my chosen theoretical research categories for data 
collection and analysis were incorporated into the proposal of my dissertation research in 
April 2009. 
 Below I offer reflections about my pilot project. I introduce my research 
participant, present a summary of my findings, and offer observations I noted from the 
pilot project that honed my research approach for the work I did in Uganda. The complete 
data presentation and analysis of the pilot study is available upon request. 
Research Participant 
 
 My research partner was Jamie Lloyd, a photographer from the Bay Area who 
created the Ghana Youth Photography Project in West Africa. Jamie’s inspiration for the 
Ghana Youth Photography Project came from a viewing of the film “Born into Brothels,” 
a story of a photographer who placed cameras in the hands of children and asked them to 
photograph their lives in the slums of Calcutta. Jamie decided to implement the same 
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program in the slums of Nima outside of Accra in Ghana. I discovered Jamie’s work 
through the organization First Exposures, a well-established and successful mentor 
program for urban youth in San Francisco. Jamie was enthusiastic about my research 
inquiry and eager to share her field experiences with me.  
Research Conversation  
 
 I spent a great deal of time devising my questions, focusing intensely on critical 
hermeneutic theory. An amateur photographer myself, I already had a strong grasp of the 
art medium and the creative processes a photographer experiences to successfully 
complete a project. I was also familiar with the controversies surrounding the use of 
photography in marginalized communities. However, I was concerned about keeping the 
conversation in suspension and not falling prey to a hard fast question and answer 
exercise. I used lead-ins to the research question guides, thinking this would encourage 
dialogue rather than stimulate an interview. 
 Overall, the research conversation flowed well and there were moments of 
engagement where new understandings were reached. However, there were some 
problems with my research question guides. The questions were very complex and my 
verbiage was too academic and theoretical; occasionally Jamie struggled to understand 
what I was saying. While art and the creative process are the foundation of my research 
questions, during the conversation I noticed the word art shifted the conversation to 
contemplating what art is. Additionally, using the word process was often interpreted as 
progress. I learned that I should limit the use of the word art to the context of community 
art development.  I was happy with my research categories, narrative, identity, and 
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imagination because they provided me the opportunity to talk around art and focus on the 
creative process of artmaking. 
 The pilot was a challenging experience for me. I wasn’t able to speak with a 
Ugandan, but I seized the opportunity to learn more about the use of art in development 
in Africa. I wanted to be better prepared to delve deeper into my research topic once I 
arrived in Uganda. I felt secure about my research categories, but I didn’t know if the 
questions I had devised would be adequate to disclose information about art and the 
creative process in community development. 
Findings From the Pilot Study 
 
 Regardless of the shortcomings in my ability to maintain an authentic 
conversation, the conversation revealed some important insights about the use of imagery 
as a medium for raising social issues to the level of dialogue (please see Appendix D 
Pilot Conversation Transcript). In photography projects such as Jamie’s project in Ghana, 
there are powerful implications for the discovery of personal and cultural identity. This 
was particularly evident when the children were given theme-based assignments. The 
visual narratives created by the children situated the children in their environment at 
home and in community so their character was revealed. The presence of identifiers such 
as the African mask and religious attire offered clues as to how the children understand 
their own identity.  
Photographs provided a medium for the underrepresented to express themselves 
and potentially broaden the viewer’s previously held conceptions about African culture.  
Jamie acknowledged that the photographic assignments at times manifested into a 
cultural exchange. The use of visuals encouraged communication because imagery is a 
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language shared by all, transcending cultural or linguistic barriers. The exchange of 
narratives using a common language of images help to raise social issues commonly held 
by different people to the level of dialogue because our worlds are shareable. The process 
of taking pictures enables people to imagine their surroundings and their identity in new 
ways. Often, this process allows the individual to see others differently than they had 
before the project. 
The experience of fixing thoughts into a visual context encouraged children to 
reflect on their world. Jamie felt this personally and photographs taken by one girl in her 
limited surroundings improved over time, suggesting that deeper reflection may reveal 
hidden meanings and expand our understanding of self and world. Photographs tell 
stories of ourselves and our world to others. Therefore, when choosing photographs to 
share, the artist leading photography projects has an ethical obligation to offer a 
comprehensive show of cultural and personal narratives; this would ideally include the 
participation of the children. The content revealed in the photographs may be culturally 
sensitive. The leader needs the assistance of a native artist present to ensure sensitivities 
about the culture are considered and respected.   
Summary 
 
 The findings that surfaced from the pilot project fueled my curiosity about the 
potential of the creative process in promoting dialogue around development issues. I was 
eager to learn more about art practices in Uganda and how the creative processes used in 
these art mediums may contribute to an art narrative that could possibly promote 
discussion in community. The possibility of revealing culture through visual art medium 
instilled hope in me that I would learn more about the culture of Uganda by exploring 
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Ugandan art traditions. My curiosity was sparked about other art forms such as dance, 
music, and drama. I wanted to hear about the language of these art forms. I also realized 
the cultural limitations of an artist using their medium in a foreign country with the 
specific purpose of creating change. This was important information that I did not 
discover in my Literature Review.  
I learned that when immersed in a discussion about art, it was easy to fall into a 
philosophical debate about art. This revelation confirmed that focusing on the creative 
process was an appropriate reference for exploring art. I understood my greatest 
challenge was finding the right language to converse about art-making. I remained 
confident that my choice of research categories narrative, identity, and imagination 
provided a framework that spurred conversation about art-making and the creative 
process. My personal experience with the artistic process was a potential source for 
reframing how I would talk about art to the artists in Uganda.  
Background of the Researcher 
 Artistic expression has always been an important part of my life experiences. At a 
very young age I trained as a ballerina. For ten years I attended class daily, performed in 
classical ballets and original dance works in major productions annually, and traveled in 
the summer to New York and San Francisco to study with teachers from professional 
ballet companies. Each year, our dance company along with other semi-professional 
companies performed original works that were chosen by directors from prestigious 
dance companies in the United States.  
 I pursued a professional career in dance, but at that time in the dance world there 
was a focus on finding the perfect body type and a tendency to choose dancers in their 
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early teens. The rationale was to create a uniform dance troupe with strong technique, 
disregarding what a dancer could bring of themselves to the dance performance. The lure 
of capturing truth in my dance was stifled, and so I decided to stop performing. 
 As a dancer, I learned the importance of understanding the choreographer’s 
imagined narrative and expressing it in dance movements. It was both a shared and 
personal experience. It was a very intimate feeling to be one with your art. This does not 
mean I sequestered myself from others. Rather, my being was interconnected and 
inseparable from the meaning of the dance. I was able to reach out and communicate with 
the other intimately and challenged to relay meaning non-verbally. The artistic process 
interpreted in this way is both personal and social.  
 My dancing career was followed by seven years as a chef in the culinary arts. 
Cooking was always a passion, even as a child. I am an Italian American so food is part 
of my family traditions. My mother cooked with a love and passion for food. I often 
cooked using the recipes of both my grandmothers; it was my way of being close to them. 
My maternal grandmother was known for her mastery of baking. I coveted her stained 
worn cookbook and perfected all of her favorite recipes. My mother often spoke of the 
stories behind the recipes. My paternal grandmother was Italian and the times we spent 
together were in the kitchen cooking Italian food. I was extremely close to my paternal 
grandmother, even though we lived far from each other. She was insistent about using 
specific ingredients from particular grocers. She prepared her food slowly and 
meticulously, never using a recipe, only her senses and memory.  
 I supplemented my informal training with professional training at the Culinary 
Institute of America. At the Culinary, a famous Italian chef came to teach authentic 
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Italian food. At this time, Americans knew nothing about the food and food traditions of 
Italy; we knew only about Italian American food. When I graduated, I was sent to Italy 
on the recommendation of a restaurateur in New York to learn authentic Italian cuisine. 
As a result, I worked at the most respected restaurants in Italy. I worked in Italy for five 
years as a personal chef in Italian villas and was the first American woman chef in an 
exclusive club in Florence. My reputation awarded me the opportunity to cook for such 
celebrities as Lady Bird Johnson, Luciano Pavarotti, and the heads of noble families and 
noted winemakers in Florence.  
Cooking in Italy is a traditional art. The reputation of the chef is based primarily 
on a sound knowledge of food traditions unique to each region of Italy; the ability to find 
the best ingredients from food artisans who practice traditional methods; and the ability 
to cook the food according to universal Italian standards. Food for Italians is embedded in 
their social relationships, lifestyle, and their history and traditions; it is the prime source 
of Italian identity and therefore sacred to Italians. The recipes are not guides but 
traditions handed down through generations. There is a process to cooking in Italy that 
extends the boundaries of the kitchen and the skill of the chef.  
 My most recent artistic endeavor is photography. Before the photographer clicks a 
photograph, she goes through a process of learning about her topic or people she wishes 
to catch on film. This is the most important step in order to capture the truth or essence of 
the photographic subject. Revealing personal and cultural narrative in imagery requires 
an intimate knowledge of the subject and an awareness of the surroundings in which 
people move. The ability to play with lighting and camera angles allows me to look at 
things from different perspectives until I find the appropriate vantage point. All of these 
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procedures heighten my sense of the subject and their world. Sometimes my images relay 
an emotion or thought about my world. It is a great challenge to express myself using 
imagery, but I am able to convey thoughts that I am unable to explain in words. I spend 
hours in the darkroom attempting to manipulate the film negative until my thoughts or 
those of my subject are adequately represented. Photography is an interpretive process of 
disclosing meaning. My experience with various art forms and the knowledge I have 
acquired about the creative process of fixing thoughts into form have informed my 
research inquiry. There is an intimate relationship between the effort of the artist during 
the creative process and the quality of the final artwork.  
Summary 
 The pilot study revealed some significant benefits of promoting cultural 
awareness using photography. The benefits of art projects to individuals include a more 
profound awareness of self and their environment. These benefits are the result of 
imagination and discovery that is part of the creative process of fixing narrative into an 
art form. Sharing these narratives with the other offers up a world for the other to 
interpret for meaning. Therefore the strength of the narrative in artwork is vital to draw 
the spectator into the story. There is potential that this kind of experience with art can 
benefit people in international and community development projects who are searching 
for a better understanding of who they are and with whom they interact.  
 The creative process includes a non-linear way of thinking. This way of thinking 
can potentially open up new possibilities as we engage in different scenarios about 
ourselves in particular and those we share our world with in general. These new 
understandings may lead to new ways of being and acting with others. Communicating 
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these new understandings through expressive art requires effort and deliberation in order 
to authentically represent our feelings. Further research in Uganda may reveal even more 
about the creative process, because Ugandans already incorporate artistic expression in 
their socio-cultural interactions. These new understandings about the creative process 
revealed through my research may better inform the practice of art in development work 
and illuminate how the creative process may serve other disciplines.  
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CHAPTER FIVE: DATA PRESENTATION 
 
Introduction 
The Ugandan artists and developers I introduced in Chapter Four shared their 
insights with me about how the creative process has raised community development 
issues to the level of discourse. In critical hermeneutic field research the researcher and 
the research participant bring their unique understandings about the research topic to the 
conversation. I begin Chapter Five with an expansion of the research participants’ 
background to reintroduce the reader to my research partners in the context of the world 
they brought to the conversations. This helps the reader to understand better the 
importance of each participant’s unique perspective about this research topic. Then, I 
present the data revealed during the conversations according to the critical hermeneutic 
theories that guide my research.  
Background of Visual Artists 
 
My research conversations with artists often went beyond a conversation between 
two people, and also included the artists’ work designed for development purposes. The 
visual artists needed their artwork to communicate fully their narratives of the creative 
process. Two worlds of text opened up to me when I spoke with the visual artists; one a 
personal, highly emotive story, and the other the art created by the visual artists. I begin 
with the backgrounds of the visual artists. The visual artists often referred to their artwork 
to complete their thoughts; the presence of visuals was often necessary to move beyond 
the art object and enter into the world of the creative process.  
Vincent Okuja, Margaret Nagawa, and Fred Mutebi are visual artists working 
with war refugees in Gulu, the refugee camp in the north bordering the Sudan. While the 
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war is geographically limited to northern Uganda, I learned the war was an emotional 
scar for all the Ugandans I met, each of whom expressed a duty to help the war affected 
communities. When I told Ugandans I was traveling to the north, they gazed directly in 
my eyes with a look of suspicion that both humbled and frightened me. Through my 
formal and informal conversations I learned that this area of development was poorly 
handled by foreign NGOs and some Ugandans. All of the artists agreed that the affected 
communities had suffered from the altruistic efforts of developers who gave aid, but 
never established lasting relationships with the refugees.  
Margaret, born in Gulu but living in Kampala, spoke of her struggles with the 
refugees who politely obeyed her but distrusted her intentions; she was in awe of Vincent 
whom the refugees confided in with ease. Vincent is a native of Gulu, who permanently 
resides there and speaks several languages of the area. The refugees are responsive to 
Vincent because they share the same experiences of the civil war. Fred, Margaret, and 
Vincent believe encouraging the children to express their pain and aspirations using 
illustrations and paintings is the only way for these children to heal. Fred, Margaret and 
Vincent teach art to the children. Fred organizes the artist volunteers and secures art 
materials for the refugees; his own paintings are metaphoric and representative of the 
many problems facing Ugandans.  
Vincent’s signature is metaphor and caricature in illustrations. When I visited 
Vincent’s apartment to view his artwork, there was a mural he created of illustrations 
chronicling different time periods and situations specific to the war in northern Uganda. 
In an email correspondence with Vincent, he wrote in depth about this development 
message saying that, 
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this mural, represents the community in northern Uganda in general, the political, 
 cultural, economic and psychological situations. I happen to come  from this 
 region and I have [experienced the] war so it is a way of letting the uninformed 
 know what words cannot express down in my heart and from the ones shared with 
 the children I work with in Gulu. I do not go abstract since I am communicating 
 with the local people who need to understand what [I] am talking about. It covers 
 both the pre and post war situations, the housing, the dressing, the  dancing and 
 musical instruments, the social gathering[s] signify [the] relationship between the 
 real world and the artwork. (letter to author, October 19, 2009) 
 
Fred requested one of his colleagues in the United States to send to me a brochure of 
stories Fred painted about Ugandans. One painting entitled, Cool Day, depicts children 
and women carrying food in baskets atop their heads. This is a common aspect of daily 
life in Uganda. In the brochure, Fred states that, “on a beautiful prolific day, women and 
children carry their produce to market. This is a tribute to the rural people on whom most 
Ugandans depend for food.” In a different painting entitled, Burden, Fred painted what 
may be described as both social commentary and a development message about the 
welfare of children in rural communities in Uganda. Fred explains that, “this print shows 
children carrying heavy loads. I used this to represent the burdens that we are leaving 
future generations without current decisions and actions. We should all be aware of the 
weight that our children and grandchildren will have to carry based on things that we can 
do today.” The artwork of Vincent and Fred captures the stories of Ugandans and the 
social issues that inform their work in community art development. 
 Margaret is a visual artist and curator, but our conversation was not centered 
around a particular art work she created. Margaret made interesting observations about 
the working relationships between the artists who led community art projects and the 
community members. I discuss Margaret’s observations below under the section Data 
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Collected. During our conversation, Margaret spoke of Dr. Lilian Nabulime’s sculpture 
project for women in rural communities in Uganda.           
 I viewed Lilian’s work in the gallery at Makerere University. Lilian’s work is not 
traditional sculpture or carvings, but rather an assembly of symbolic objects gathered 
together to form stories that are culturally specific. The pieces on display were the 
product of her dissertation, “The Role of Sculptural Forms as a Communication Tool in 
Relation to the Lives and Experiences of Women with HIV/AIDS in Uganda.” The 
source of her work came through questionnaires completed by women who are both 
infected and affected by the HIV/AIDS virus.  
 Exploring Lilian’s exhibit and listening to her stories was like visiting a village in 
Uganda. She created sculpted works based on the daily activities of women in a village. 
Some of the pieces are, a large pestle and mortar and an installment of a woman 
performing winnowing. Some of her art pieces included degradation, which corresponded 
to the stages of HIV/AIDS virus.  Lilian’s most successful development message was 
arranged under a glass case in a small corner of the gallery. The work, Soap Sculptures, is 
a collection of miniature soap sculptures she created and adorned with cowrie shells. In 
her exhibition catalogue Lilian explains that,                                                 
 transparent soap sculptures can be effective in addressing and communicating the 
 frightening subject of HIV/AIDS. This is because they help reduce stigmatization 
 and discrimination by challenging the viewer to reflect on infection and non-
 infection. They can educate, entertain, and provoke interest…The soap 
 sculptures… communicate sensitive messages about sex while also encouraging 
 openness in discussing issues related to HIV/AIDS amongst individuals and 
 groups involving men and women. 
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I learned from Lilian that sculpture is not a traditional Ugandan art medium and before 
her project, sculpture was never used in community art development work because it is 
bulky and hard to reproduce. 
Justin is an illustrator and painter who designs visual development messages to 
encourage Ugandans to reflect upon development issues of poverty, hygiene, lack of 
education, and HIV/AIDS.  His visuals often incorporate different stages of development 
including the past, present, and potential scenarios for the future. In addition to his own 
work, Justin is the Uganda Representative for the organization Artfully AWARE. One 
aspect of Artfully AWARE is the introduction of visual art to Ugandans in marginalized 
communities so the villagers can communicate their feelings about development issues. 
Justin spoke primarily about the project with the Tororo community where HIV/AIDS is 
a major issue. Another visual artist I spoke with was Nuwa Wamala-Nnyanzi. 
 Nuwa’s work is broad in scope. He plays with universal visual metaphors to  
 
appeal to international audiences. Nuwa is an optimist, who illustrates and paints stories 
 
of hope and prosperity that may be any place in the world. By using cultural identifiers, 
Nuwa draws Ugandans into his social commentaries and development messages so they 
recognize themselves in the global narratives. Nuwa also focuses on sensitive issues 
specific to Ugandans such as social harmony and alternatives to traditional stereotypes to 
promote awareness that stimulates conversations. Nuwa’s personal statement is, “my art 
is an expression of my inner feelings, an interpretation of experiences of others and a 
celebration of the talent bestowed upon me by the grace of God. I endeavor to paint in 
such a way that those with feelings may be touched” (letter to author, October 11, 2009). 
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The artists and developers I reintroduce below share Nuwa’s desire to encourage dialogue 
among people in community. 
Background of Performing Artists and Community Developers 
 
 The research participants I reintroduce in this section also have a background in 
the arts. Faisal Kiwewa, director of the Bayimba Cultural Foundation understands both 
visual and performing arts well, but is troubled by the gap between art and community. 
Together random artists and Faisal explore how art practiced with and for people may 
promote unity among culturally diverse groups. He wants the artists to understand the 
people in the community. Faisal convenes regularly with artists to discuss how the artists 
may create artwork that resonates with the local community. He told me about a fashion 
workshop from Bayimba’s first Art and Development Festival, which had a theme of 
identity. Faisal explained that 
when you walk around Kampala’s streets you realize that the youth don’t have a 
 fashion. Whatever they put on is made from America and they buy it from 
 downtown…So you find that the youth cannot identify themselves with a 
 fashion… So we collected from a design orphanage that has a tailoring school for 
 young girls between the age of sixteen and eighteen. Then we got some young 
 designers between the age of twenty and twenty-five and we put them in a 
 workshop and told them to come up with something and it was amazing. The 
 young girls came up with some African street fashion design and the boys came 
 up with Ugandan fashion street designs. It helped us to see how the youth think 
 and how they want to associate themselves with their dressing. 
 
Before my conversation with Faisal, I never entertained the idea of fashion as an art 
medium for community development. Faisal has a lot of experience as a performing 
artist, yet he was able to speak about all of the art mediums practiced by Ugandans. 
Theater as a medium for development is a specialty of Dr. Patrick Mangeni and 
Baron Oron. Patrick is an acclaimed poet and playwright. Baron is a writer and highly 
regarded facilitator in theatre for development in Uganda. They both have a strong 
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allegiance to traditional cultural art such as dance, drama, and music, in which Baron and 
Patrick help guide community members to emplot development scenarios that community 
members can act out theatrically. Through role-play, community members experience 
different ways of being in social relationships and how they may act differently to further 
development efforts. Both Patrick and Baron are highly skeptical of the visual arts 
because these mediums restrict Ugandans from expressing themselves fully and with 
depth. 
Joseph Walugembe, who has worked extensively in the performing arts, is 
seemed optimistic about visual mediums in development practice. Joseph understands 
that cultures are dynamic and is receptive of new cultural art expression. Joseph has 
experience in theatre for development, is an arts administrator and has used theatre in his 
work as a business consultant. Joseph’s diverse experience with art and many 
development issues facing Ugandans, as well as teaching children with disabilities added 
great depth to the research. Jacque Ampaire is an artist and works under Joseph as the 
manager of the Nommo Gallery. She creates colorful textiles and tie dyed materials that 
are custom made into beautiful clothes. Jacque works with the rural community, 
encouraging them to create crafts for sale so they may become financially independent. 
Jacque also curates exhibits on development themes and is committed to the promotion of 
visual arts in community development. Dr. Ellen Herda also works with marginalized 
communities. 
Ellen works with the Yellow Leaf in Southeast Asia. She has extensive 
knowledge about development and a keen sensitivity to the needs of others. Ellen 
understands how to draw the community into owning a development project. A tenured 
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professor at the University of San Francisco, she taught in Liberia for the Peace Corps 
and traveled with me throughout Uganda. Her exposure to African culture and 
interpretive eye challenged the artists’ work as she considered how art may contribute to 
development efforts.  
The artists and developers introduced above spoke with me about the creative 
process using the visual and performing arts as a medium in community development. 
Below I present the data collected from my research conversations.  
Data Collected 
The data are set forth under my research categories: Narrative, Identity, and 
Imagination. The themes under the category of Narrative include Themes are Essential, 
The Artistic Process Begins with a Story, and Temporality and Interconnectedness in the 
creative process. While the word narrative confused many of the participants, when I 
used the word storytelling, there was a sparkle in their eyes that fueled the energy for the 
conversations. The Ugandans’ passion for storytelling is steeped in their art. 
Interwoven in the narrative is the exploration of narrative, cultural, and collective 
identity. Each Ugandan community has a strong allegiance to their unique cultural 
identity. This became clear as I listened to the artists explain how their art projects 
evolved from an idea to a refined development message. Two aspects that emerged under 
the category of Identity are Culture, and Narratives Expose Identity.  
Imagination is crucial to the process of creating affective art narratives that relay a 
story and reveal identity. As the artists described their own artwork and the artwork of the 
community, I learned imagination was the guiding force during the art-making process as 
the community interpreted the development art first, for authenticity and second, for 
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meaningful action. Prevailing themes that surfaced under Imagination are Ownership and 
Inclusiveness, Ongoing Interpretation, Imagining Otherwise, and The Creative Process 
Extends Beyond Art.  
Narrative 
I entered into the world of community development in Uganda through the two 
very different art mediums of visual and performing arts. The significance of the 
difference between visual and performing arts lies in the role of art in Ugandan culture. 
The performing arts represent traditional art mediums inseparable from Ugandan culture; 
in which Ugandans recognize their cultural identity in rhythm and movements. Visual 
arts, on the other hand, are foreign to Ugandans because these mediums are not integral 
to their daily lives. The conversations revealed that the way an artwork is received and 
interpreted by members in the communities is, closely linked to how familiar the 
community is with the art medium.  This in turn influences the degree and depth of 
dialogue around a development issue. 
Themes are Essential 
 
 Many of my research conversations revealed that the presence of a theme was 
crucial to capturing the attention of community members. I relished my walks through the 
market exploring the note cards, word carvings and the multitude of colorful scenes with 
women and children painted against the canvas of barkcloth. In development, thematic 
artwork helps create focus and bring people together around a shared concern they can 
discuss. The process of developing a theme may differ, but all of the artists agreed that it 
is crucial to be constantly mindful of the community receiving the artwork. Vincent 
explained that,  
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the quality of an artwork determines the level of communication. In Uganda some 
artists hide under abstract technique, which to me limits communication to the 
local community and will require a lot of explanation yet an artwork should talk 
for itself. Few people understand this kind of art. They want to see realism and 
have an effect and a sense of liveliness in the picture, which will then help them 
to relate to the picture and there forth effective communication. 
  
The struggle to create an artwork for development was more complex than I had thought. 
Faisal works with both visual and performing artists and he lamented that too often artists 
“don’t put in front the message in the story.” 
Research participants understood the discussion of theme and plot in terms of the 
art form used and the context surrounding the artwork. Visual artists felt challenged to 
translate development themes into an artistic form that resonates with the community. 
Developing communities tend to be under-educated and visual arts are new to their 
culture. Justin explained, “developing art that is relevant for community development” 
required that he “move around the community, observe, look at the environment, look at 
the dressing of the people, look at the type of houses that they live in, look at the type of 
latrines they have…that’s what gives me the background so…I start drawing the 
pictures.” While visual arts are relatively new, performing arts are integral to the culture 
of Ugandans. Developers using traditional art forms such as drama focused more 
intensely on guiding the community to develop a coherent plot. Patrick explained that, 
“we have shared the story… but we need to show key incidents that will highlight this 
particular story… so you just work as a facilitator, and for them they’ve got to build the 
story.” Both visual and performing artists needed a context, a way for the community to 
feel they are participating in the creative process. 
Fred and Nuwa are deeply moved by the issues affecting Ugandans and they bring 
this to the forefront in their development messages. When I spoke with Fred we were in 
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his studio. There were projects everywhere, some finished and some in progress. Fred 
revealed that many artists alienate the community by not appealing to what they 
experience daily. I remembered the orphans cloaked in dust begging on the streets and 
the families living in the railroad tracks selling bananas with the hope of taking home a 
few Ugandan shillings. Fred said that “art defines surroundings and helps to explain and 
preserve culture. It’s a process that also needs evaluation and constantly talking about it 
to make it more meaningful. You don’t just create pictures. You study your surroundings 
and wrathfully decide on how to compose to improve on what exists.”  Fred named the 
artistic process but I wanted to know more, and so I continued to explore the creative 
process of other community artists. 
Nuwa showed me his rough sketches based on photographs he had taken of the 
villages. Alongside his pencil drafts were his own ink illustrations against soft white 
paper. Nuwa explained to me he plays with the angles and objects in a drawing by 
emphasizing certain areas that he wants the viewer to notice. Nuwa can create visuals 
independent of community and with credibility because he is recognized as a leader in the 
community. Nuwa reflected for a minute and then stated that,  
I portray and depict issues in such a way that can provoke a reaction, which may 
 result into action… I’ll show…an African man carrying a baby. I’ll portray a 
 woman in a modern setting…I’ll address a particular problem in such a way that it 
 will be acceptable and taken kindly…What I produce will be in a language that 
 my culture will understand. I’ll know what to leave out and what to include. 
  
This particular sensitivity is what Faisal and Jacque encourage new artists to explore. 
Jacque steers artists toward meaningful content. She explained, “either they try to 
copy…or they try to be too modern and they come up with something that means 
nothing…and yet our art is suppose to have a meaning beyond beauty.” Faisal paired 
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promising artists with marginalized populations in community so together, they might 
create an artwork that is telling of a development issue specific to Ugandans. Faisal 
concurred that the key to the successful use of art in development is in the artist’s 
accurate interpretation of Ugandan culture and community. Lilian and Justin take their 
work to the community to interpret their development messages for meaning. It is part of 
their creative process and one way development issues may be are raised to dialogue. 
Artists also find success involving the developing community in a meaningful 
way using artistic expression by placing art in the proper context. I understood context in 
terms of visuals, but Joseph explained context as cultural. I saw the frustration in his 
eyes as he spoke in a highly animated manner saying, “a project must be able to answer 
to the need of the people and the need of the people lies in their culture context, within 
their culture context and if you are to deliver anything to penetrate you must submit to 
their art to their culture.” I was struck by Joseph’s words because he has experience 
working with both non-traditional and traditional art for development purposes. 
The dramatic arts are a recognized tradition so the art form is already meaningful 
to the community. As I sat with Patrick in his office, he asked if I had seen the Ndere 
dance troupe perform. I told him I had attended a performance with Ellen, but that it 
seemed to be more of a cabaret. He drew a broad smile and chuckled. Then Patrick 
explained that  
when you’re going to work with a community where they use their own dance or 
music forms than you’ll find something much more authentic because it’s within 
the context of community. But when you come to Kampala here and look at how 
those forms are brought in and fitted within the entertainment industry then you 
find that the costuming is changing toward aesthetics, toward spectacle. 
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I remembered Ellen pointed out the differences to me between the dance performed in 
rural communities and what we were viewing at the Ndere Centre. Drawing from past 
experience, Ellen whispered in my ear that the dancers were performing to the audience. 
In the rural areas, there is a connection with what an African does daily and how they 
interact with each other. In Uganda, the culture of a community is an important 
consideration when conceiving an art work that is oriented to the needs of the developing 
community.  
The artists and developers were mixed about what kind of art form to use when 
involving the community in creating their own thematic and meaningful art project. The 
creative process used in traditional art forms is something that is irreducible and re-
recognizable as part of their culture. Faisal, Baron, and Patrick explained how different 
ethnicities in Ugandan communicated with each other using music and dance. Patrick 
smiled at me when he explained that, “some people will say that movement is from my 
area…When someone picks up a particular song, that song will be sung for the next five 
or so years, but the text not the tune will have moved on.” Because of this it is possible 
for the community to dialogue about development issues with traditional art as the 
medium. Baron explained that “in Uganda, you have diverse culture[s]. Everywhere we 
go and work with them they use their local dances. They use their local songs to 
communicate. They use their local idioms. From there you are able to understand 
people’s way [and] their perspectives.” Faisal spoke with amazement saying that, “there 
was an understanding that didn’t come with the identification of the instruments but from 
the sound that comes out of the instrument because a Burundian drum – their sound is 
completely different from the drums we are used to.” Artistic expression comes from 
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within the individual. Ugandans’ attachment to their culture is an important consideration 
when using art in development work. 
Visual artists using non-traditional art were mixed about the comfort community 
members felt using modern art forms as a medium of communication. Justin observed 
that many people in the community felt uneasy with visuals such as drawing and 
painting. Vincent agreed in terms of the initial reaction of many children stating that, 
“some people feel they cannot draw or they are [too] shy to do it.” Yet Vincent noted that 
when given a theme, the children who could use art to express feelings, began to draw 
without hesitation. I wondered if there was room for digital art forms.  
Nuwa and Patrick shared the opinion that the camera cannot capture nuances that 
bring meaning to art. Nuwa uses photographs to capture what actually lies before his eyes 
before he creates his development messages. Nuwa said that, “there are certain things that 
take place that can never be captured by a camera. The only way you can do it is by 
explaining and then the artist goes and draws it and puts it into the context where you 
want to go.” Patrick is strongly attached to dance and music. With a serious face he 
glanced up and told me that, “We…do not tend to arrest and confine our expressions in 
print or in canvas. Because of the ephemeral nature of our experiences, our experiences 
are not fixed. So there is a very open-ended approach to art and art-making [so] that the 
story is never complete.” Justin felt that photography could serve as a form of 
documentation. Joseph was optimistic because he envisioned new art traditions in 
Uganda that reflect current times, yet he acknowledged that acceptance of new art forms 
is a delicate endeavor. He posited that 
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if a digital is going to work it must be introduced. It must not be an intruder. It 
must be part of the process. People must first of all appreciate that the digital is 
part of life…Then they’ll be able to integrate it into their life…The moment it’s 
accommodated then for me I think it can work well. It can be utilized because 
people will even get ideas on how to use the digital themselves.  
 
Vincent stated, “art has different reception by different people so if you want to be 
specific, a storyline is one of the ingredients to add.” There was a prevailing theme that 
the creative process in art development work begins with a story. 
The Artistic Process Begins with a Story 
 
Ugandans love to be entertained by stories. Talking about AIDS, poverty, 
sanitation and war is painful and unsettling, however, when placed in the context of the 
story, both Joseph and Patrick noted that even troubling issues may be addressed and 
often the community is smiling in the end. Both Faisal and Patrick told me with a grin 
that storytelling itself is actually an art. Ugandans are not confrontational and often they 
will not respond to you directly. When I was in the refugee camp, I was introduced to the 
tribe leader, but he stood looking at me without uttering a word. When we turned to walk 
toward the back of the camp, the leader began to speak of the work he had accomplished 
and his pride in slowly dismantling the refugee’s huts. Ugandans need a buffer when they 
communicate their inner feelings. Kristin, an American working at an orphanage outside 
Kampala, told me that often the stories are told during an activity such as fetching water. 
Baron and Patrick often used exercises to place the community at ease. There always 
seemed to be a shared activity that drew people together around a story.  
For both visual and performing artists the process of creating art for development 
is interactive, meaning that it begins with a community that is involved from the 
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beginning. The community story is a point of departure. Justin has extensive experience 
in art development and he explained the process to me saying that 
the whole process will always be like that, go to the community, sit down with 
them, bring out the messages…after you have done the drafts, you again go back 
to the community…They look at what you have developed and then critically 
analyze the picture. Does it bring out the message of the community? So if there 
is something wrong about it, if there is something they want to remove, if there is 
something they want to add so that at the end of the day…we are developing 
materials that are used to bring about positive change in the community. 
 
When the development message is well received, Justin sets the illustration aside and 
begins to dialogue more in depth with the community about how to work towards 
resolving the problem. The process of creating the illustration together contributes to an 
authentic representation, since the community recognizes themselves in the illustration 
and this spurs discussion. Perhaps most importantly, the community begins to own their 
problems. Justin noted that, “the more the community speaks, the more pain a community 
goes through when implementing a project, the more they own it.” Stories seemed to be 
part of the process of appropriation. 
In the performing arts, the medium already lends itself to storytelling. In theatre 
for development, the community members play out personal scenarios. The process still 
begins with the collection of stories. Baron explains that, “storytelling is also part of 
making the story. So when we are making the story each person contributes [as we] go 
around. We want the contribution of everybody as we are creating a story that is going to 
be in the play or in the drama.” Once a situation is decided upon, the community 
members act out their role in the community story so they may begin the process of 
appropriating their development concern. Patrick explained that success lies, “in the 
process, how the process is structured to develop that sense of ownership.”  He added that 
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such ownership is “not manifested in the very early stages, but you can build it. The 
entire thing is a process. You’ll find that people will reveal that sense of empowerment 
and that deeper interest in dealing with the issues as the piece develops, as the process 
develops.” However, when he gave the example of a woman’s testimony about being 
raped, it came clear to me that stories are not always easy to tell.  
In theatre for development, acting is both a recreation of real experiences and 
experimentation with new community roles. For example, sometimes the development 
issue requires challenging existing beliefs. Baron said that, “we ask for examples that 
have happened in community or what they had when they were growing up in the form of 
storytelling tradition around the fire, or when you were going to the well to pick water.” 
While gazing at me with a serious face, Nuwa told me his work was conceived from 
storytelling. “I was narrating stories I was told by my grandmother. After those stories 
then I started creating my own stories. Then I started listening to the people and I started 
feeling concerned about certain things I was seeing in society – things that were not being 
written about.” Stories are more often than not the point of departure when creating art 
development narratives.  
Margaret thought about the children in particular who create development art 
saying that, “so their lived experience is expressed but it’s also a beginning point for 
debate, for discussion. So, even just to tell the story, so somebody else can have their own 
take on it. Whether it’s positive, whether they believe that or they don’t. Then it’s the 
beginning of a discussion but it comes out of their lived experience I think.” Lilian said 
something similar stating that, “my work evolved first from the personal experiences of 
caring for Edward that was the first stage.” Patrick stated that, “what we have normally 
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done is to go to the community and share with them our stories as a way of creating 
community links with them and also enabling them to share with us their own personal 
journeys and personal stories.” Exchanging stories helped form a bond of trust. 
 Margaret also noticed that the intermingling of the artist’s story with the 
community’s story revealed a common ground that initiated dialogue about the 
development topic. I remember she hung her head down in amazement and when she 
looked up she spoke of Vincent’s work. Vincent was grieving over his stories from the 
civil war and these stories crossed the lives of the refugee children he was helping. 
Margaret explained with admiration that for this reason Vincent was able to engage the 
refugees in the art projects, which was also true for Lilian. Margaret said through Lilian’s 
work, “[Lilian] is telling a story and it is encompassing stories of so many other women, 
but her story is also within that and it opens up a discussion through the artwork.” I was 
moved when Lilian told me that, “I had interviewed only the women and when the men 
saw the soap sculptures they said, ‘don’t leave us behind.’ I said, “but this isn’t meant for 
you’ – and they said, ‘don’t leave us behind.’” The intertwining of stories creates bonds 
and encompasses others who share the same story.  
Lilian told me she became frustrated when the women would not share their 
stories with her. It wasn’t until the women learned that Lilian was grieving for people 
close to her who were infected with HIV-AIDS that the women opened up and shared 
their stories. She looked at me and said that:  
while carrying out the interviews I realized that the women were not forthcoming. 
I went to the staff of [Innovative Vision Organization] and told [them] that the 
women were not responding to my questions. They asked me, ‘Have you told 
them your status? Have you declared you are living with HIV/AIDS or affected?’ 
I went back to them and I told them I was doing the research because I had been 
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affected [and] that my husband [and] my sister were infected with HIV/AIDS. 
They …started responding to the questionnaires. 
  
Community discussion is focused on the many stories that are told until a narrative is 
composed. The community develops a plot that reflects a direction the community will 
take in concert with one another to address a development need. Patrick noticed that in 
theatre for development, sometimes the plot remains the same and sometimes it changes, 
but it is the telling of a story that is important. Retelling stories was a recurring theme 
throughout the research conversations. 
The retelling of a story is part of the creative process in art development, because 
it beckons community members to delve deeper into the issue, own the problem, and 
actively participate in the development process. While I was talking with Justin, he pulled 
out his notebook and began sketching two homes: one was well kept and the other 
dilapidated. He called this the “story with a gap.” Justin explained that the presence of the 
two pictures ignited a conversation because the community revisited what was happening 
in the community.  
Margaret noticed that the refugees she worked with were talking about their 
experiences in the process of creating their art narratives. Margaret explained that, “the 
process helps them, because that’s when they can think about what they want to say and 
develop it in sketches and then they ask you or they ask their fellow students, so they 
comment about each other’s work invited or uninvited…it’s still dialogue of some kind 
and I think that is very very crucial.” Dialogue seems to flow effortlessly during the 
process of creating an artwork. 
Retelling the story to formulate an idea that will later be transferred into form may 
also be an internal dialogue the art makers have with themselves. Kearny (2002: 132) 
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explains that, “the recounted life prises open perspectives inaccessible to ordinary 
perception.” Justin was impressed by how much deeper the Tororo community were able 
to express their emotions about development issues when they told individual stories 
related to the community narrative. The pictures children created around a specific theme 
brought forth personal narratives that were not shared when stories were told in the initial 
discussion. Justin explained that: 
the stories people gave us with their paintings are totally different than the issues 
that were shared with them verbally… because the kind of stories they were 
giving us were going deeper into their hearts because of the art… We realized that 
there is a lot that you can bring out from communities through art about their 
problems that they can’t share with you. They can’t give you that information, but 
through art they bring out a lot. 
 
There is an inner dialogue of the art maker that the artists described as reflection. Nuwa 
said, “I think the most difficult part of the process is putting it into sketch form because I 
have to think about it, how am I going to present it in a simplified yet understandable 
form.” The working and reworking of an art project is a way of telling the story 
differently. Lilian explained the importance of positioning in telling stories with sculpted 
objects. “If I am to put the bust on the ground it has a different meaning. But if I bring the 
work and I put it on a pedestal, it suggests isolation.” Narratives can be told in different 
ways using the same components, but arranged differently. 
When I spoke with Fred, Margaret, and Vincent, they were working with art 
therapists in the refugee camps in northern Uganda. They believed retelling in the form of 
illustrations created a feeling of catharsis. Vincent spoke with frustration saying that, 
“people tell me I shouldn’t place so much [focus] on the war topic. I say no this is 
something they’re living and the more they talk about it the better. If you don’t talk about 
it than they are holding it in.” Margaret and Fred expressed the relief they felt when they 
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transferred their own emotions to illustrations on a canvas. Fred stated, “I value creation 
because it inspires me to create and to get rid of my emotions.” Yet the focus of 
Vincent’s artwork was retelling his own stories of Uganda’s civil wars. All three artists 
expressed relief, but I was struck that Vincent’s retelling led to further reflections, while 
Fred and Margaret seemed to stress the purging of emotions. 
Talk of art therapy emerged in my conversation with Nuwa. Nuwa was 
particularly impressed and supportive of the growing use of art therapy. I challenged the 
lasting benefits of art therapy with several research conversation partners because I am 
concerned that people will rely on art to solve problems. Nuwa conceded, “art therapy is 
an entry point…You do not predetermine the result. Once you predetermine the result, 
then you have a problem…It is a process. Healing is a process.” Other artists also 
touched upon interacting with art as a process. 
Justin and Joseph recognized that art was merely the spark that ignites dialogue. 
Justin said “when I started doing this development, these learning aids, it’s not about the 
artwork. If the art is there, then you now begin taking about what the art is portraying. 
You forget about the piece, we now come and focus on the issues.” Joseph explained that, 
“art has done its bit. It has identified the problem, but it has a limit because art doesn’t 
have the reinforcement.” However, other artists who participated in this research gave the 
artistic process a broader scope, seeing relevance in terms of the past, present, and the 
future, revealing how these times periods are interconnected.  
Temporality and Interconnectedness 
 
Each period of chronological time reveals part of our life narrative, and each time 
period is interconnected to formulate our narrative. Ricoeur (1984: 3) posits that “the 
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poetics of narrativity responds and corresponds to the aporetics of temporality.” Visual 
artists who participated in this project recognized that imagery may record specific time 
periods of the community’s lifecycle. In their work, Vincent, Margaret and Fred take the 
refugee children through a specific period in time. After the child refugees draw their 
horrific memories, Vincent, Margaret, and Fred asked them to draw what they aspire to 
be when they leave the camps and return to their homes.  However in their own artwork, 
Justin and Vincent create single artworks including all of the temporal periods in the 
development stages. Justin illustrated how a child may transform when he or she earns an 
education or visits the doctor. The community with whom he works with, then discusses 
the different time periods. Vincent created a mural that illustrates the tragedy of the civil 
war, but also included the evolution of the community from trauma, to one where 
children were playing. When the visuals are taken together, they form a narrative that 
captures the interconnectedness of the different time periods in the cycle of development.  
The artists I spoke with emphasized that history is an important point of departure 
because it is interconnected to the events of the present. Ricoeur (1984: 13) asserts that 
“all the relations between intervals or time are in relation to a ‘given period.’” Vincent 
explained that revisiting the past was painful for the refugees, but essential to the creative 
process. He said that “if it’s something transitional [the children] are trying to run away 
from that. They don’t like to be identified with that kind of topic, but it is their 
background, you can’t change. You’re born in that family, or you’re born in that culture 
so you have to go by that.” Justin noted that the past, present, and future are interrelated 
through artistic expression. He stated, “you can use art alone to say what is the current 
situation and where do you want to be. You can still fall back in the middle and say how 
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can we get there.” The interconnectedness of time helped to complete the development 
message. However, if the artwork doesn’t adequately portray real life, the community 
remains mute.  
Lilian’s most well-received project entitled, Soap Sculptures, is miniature soap 
sculptures that represent different stages of HIV-AIDS. The women in rural villages 
responded immediately to these sculptures, observing and commenting upon the visual 
stages of the disease. Lilian shared with me the responses of the women in the village 
when she asked what the sculptures meant in terms of HIV/AIDS. The women said that, 
“if it has some of those things on it then it is sick…and if it has nothing into it and it is 
clear, either somebody is on treatment and the disease is undetectable... If it has less than 
maybe he/she is on treatment and is recovering.” The women have thus begun to dialogue 
with Lilian about the illness and harmful sexual practices in the community.  
Some of the research participants noted that the creation of the past, present, and 
future caused the community art maker to gain a deeper understanding of social concerns 
in order to make informed decisions about future development actions. Patrick noted, 
“our history has placed us where we are and we have got a series of factors and if we 
understood how they intervene then we can make our way forward.” When there is an 
understanding of the extent community actions influence what happens in community, 
there is a better chance to discuss how to prevent wrongful acts from recurring in the 
future. Here again, different time periods are understood as interconnected. 
Artistic expression in visuals or acted out in drama stems from careful reflection; 
be it internal dialogue or discussing a development issue with others. However, there is a 
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creative process that is more apparent in drama but less obvious in the visual arts. Joseph 
explained that 
when you talk about process that’s actually what people don’t value. They look at 
the product and they take judgment from the product because if it’s a painting 
they look at art as an end in itself. They don’t look at the history that brought it 
and they don’t see what a painter was thinking about, what the painter was going 
through which is part of the process and what the desires of the painter which 
could be beyond the painting itself because each time we see a piece of art besides 
the process itself there is a journey that that piece of art is. 
 
Joseph goes on to say that, “here is a piece of art that has acquired a character…and that 
character goes beyond a character and has a meaning and that meaning, it’s upon us to 
put it together and get the value out of this piece of art.” When we consider an artwork in 
terms of a process, the interconnectedness between the artist and their work seem to give 
the work a meaning that can potentially be interpreted by the onlooker. Character is also 
something Ricoeur (1992: 148) associates with narrative saying that, “it is the identity of 
the story that makes the identity of the character.” Ricoeur (1992: 120-121) believes we 
acquire our character over time. The idea of identity in narratives created using art is 
discussed below.  
Identity 
 Some of the questions the art makers, both development artist and community 
members, pose to themselves during the creative process are: What does it mean to be a 
Ugandan? What is my role in the development story? In theatre for development the 
community members are divided into peer groups that share a collective identity. The 
roles the Ugandans play reflect their identity in the story. The visual artists focus on 
capturing the cultural and collective identity of a people group so the art narrative 
resonates with community. All of the artists noted that identity was vital in the creative 
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process. Ricoeur (1991: 435) explains, “it is the search for a personal identity that 
guarantees the continuity of a potential or virtual story and the purposive story for which 
we assume responsibility.” When the community sees themselves in the art narrative, the 
development issue becomes real and this promotes dialogue.  
Culture 
 
When I reflect on the pictorial narratives I saw on cards and in paintings I 
understand better the Ugandan culture and the daily activities unique to their culture. I 
saw scenes of a family cooking in the center of a village, dancers with spears reflecting 
ritual ceremonies, and men playing musical instruments. The overwhelming presence of 
women with a baby strapped to their bodies while working or carrying goods on top of 
their heads revealed the dual role women play in community as caretaker and laborer.  
Justin showed me the paintings he did on barkcloth. Justin showed me one of his 
paintings which depicted a woman carrying bananas in a basket on her head and her 
children nearby. Without prodding, Justin said, “that picture tells it all.” I asked why men 
were rarely seen in artwork and he said that’s because they are out drinking.  
Justin believes that identity should be the primary concern of the artist in the 
exploration stage of creating development messages. Justin stated, “if you are to develop 
a message to benefit that community so that they learn from it very well – identity, you 
must be able to bring out something to identify that piece you are drawing…I go across to 
Kenya and they say, ‘How did Justin develop those pictures – it is like he is part of us.’”  
Expressions of identity present in the narratives shared and constructed are also revealed 
through metaphor. 
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 Lilian and Vincent use metaphor in their development messages to draw 
Ugandans into the development issue. For her, Lilian’s work was extremely challenging 
since she stated, “I was provoked to think more deeply.”  Part of Lilian’s creative process 
was a meticulous exploration of the role women play in daily life. Lilian explained she 
received, “a clue on what kind of sculptures to develop while analyzing their responses 
[to questionnaires]. This involved the use of objects used in a home, symbols like cowrie 
shells, which represent a woman; activities like in winnowing reflecting on behavior 
changes.” Lilian captured women’s vulnerability by using “porous material such as 
baskets.” Lilian said that, “the sculpture like mortar (female) and pestle (male) and 
pounding is a sexual activity and lining the motor with metal plates is a suggestion of 
condom use.” These are a few examples of familiar objects used daily that Lilian 
refigures into visual messages about the HIV/AIDS virus.  
Vincent told me that in Uganda people understand their identity in terms of 
“Totem” which represent certain virtues. Ugandans learn to form this association from 
traditional folktales. Vincent explained that,  
most of these children had something attached to them when we introduced the 
idea. Most are attached to animals and reptiles. They believe in lions, elephants, 
lizards, leopard, etc. Lions are brave so a society identifies itself with it for that, 
and lizards are a sign of wisdom and respect for each other, always a silent 
listener. Leopards are colorful humble and very deadly when disturbed. There is a 
belief that some people are born with these animals from the same mother and at 
some point they come home and visit. 
 
The presence of cultural identifiers or character traits such as style of dress, homes, and 
symbolic cultural objects are essential components for visual artists. Ricoeur (1988:  247) 
posits, “self-constancy refers to a self instructed by the works of a culture that it has 
applied to itself.” Once the connection is made with a community’s cultural identity, the 
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community is invited into the artwork and this inspires dialogue. Vincent described the 
details he drew into his caricatures explaining, “here it is about the pictures of children 
that bring out the character of what I want people to see in art and this is very difficult 
because I want to show the difference between this tribe and this tribe. So I have to find 
out how this person dress[es].” Nuwa explained his use of identity saying that, “I have 
Uganda in mind, the cultural aspect of Uganda, but it could be a universal subject, but I 
address it using Ugandan material and culture…to myself Uganda needs to contribute to 
the global culture by bringing out what is particular to Uganda but also which may be 
universal and address it.” In theatrical work, personal and collective identity is explored 
in terms of character role-play, both actual and imagined. 
Narratives Expose Identity 
 
The position of character in the narrative revealed actual and potential roles a 
community member may play in development issues. Ricoeur (1992: 121) states that, 
recognizing oneself in contributes to recognizing oneself by.” In theatre for development, 
personal identity is revealed and reinterpreted depending on the character a person plays 
in the drama. This traditional art medium also reveals a collective or ethnic identity. The 
community members themselves create their own screenplays, which is something that 
comes naturally for Ugandans. Baron explained to me, “our art was originally interactive. 
Everybody was performing. It’s not like the modern one where you come on stage and 
then perform to them. It’s a performance. You have a platform. Yet ours originally was 
everybody had an idea, had a contribution, and was a participant.” I noticed this when I 
attended a musical performance at the National Theatre. At a certain point, the Africans 
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stood up and went on stage, dancing spontaneously to the music and in concert with each 
other, while the Westerners remained in their seats. 
In theatre, the personal identity of the individual or character shapes the story 
recounted and reveals alternative actions that the whole community participates in 
creating. The participation of the community in finding solutions to development issues is 
a deliberate effort of both performing and visual artists so community members better 
understand their contribution to development efforts.  
In theatre for development, Patrick and Baron focus on the collective identity of 
member groups within a community before assembling each group into the larger 
narrative. The purpose is to ensure that the interests of everyone in the community are 
represented in the development narrative. Baron described this in terms of the creative 
process, saying that “we have embraced the culture of encouraging people to work in 
peer groups so that issues are able to be addressed by the right groups. They talk about 
their problems, they analyze, they find their solutions. Then they bring it to the core 
group for discussion and, rejection or modification.” The creative process revolves 
around the identity of the person in terms of the community narrative. Many of the artists 
spoke about their own role and how they understood that role in relation to others during 
the creative process. 
 Faisal believed in order to better serve the community, artists needed to first grasp 
a greater understanding about who they are as Ugandans. Faisal said that this weakness 
was explored when at  
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 the first festival we tried to bring it on with a theme because some of the artists 
 are used to the usual theme-less concerts, come and perform for me, but you don’t 
 go deep thinking into what you are performing and its relevancy to the 
 community or to the audience that is listening or watching you. So we looked at 
 understanding who we are as an opener. 
 
This sense of identity for a leader is also understood through interacting with the 
community. Baron and Patrick described their role in theatre for development as a 
“facilitator.” Patrick explained, “the community just participates in building the story so 
you just work as a facilitator, and for them they’ve got to build the story. As the 
facilitator you just want to make sure there are key points and the structure of the story-
making is kept to.” Baron came to a new understanding about his role as leader from one 
of the members in the community during a project. Baron recounted 
what people contribute makes me think about the way I think things 
differently…sometimes I think when I am the facilitator I should be honored. I am 
the one people should be listening to. But one time I was training some people in 
communication and faithfulness and someone said you know one way in 
facilitating is to be humble and I love that. I needed to be humble and from that 
time I learned to be humble. I learned to listen. 
 
The artists learn about themselves as leaders through interaction with the community.  
Identity is revealed in the creative process as part of the interpretation and re-
interpretation of character in the development narrative. 
Imagination 
When the artists spoke about creating their work and when developers expanded 
on the challenge of awakening awareness within communities. A profoundness 
permeated the conversation as I watched them reflect and search for deeper 
understandings about the plight in communities and how that may be disclosed through 
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art. Imagination was not always approached directly, but some of the research 
participants articulated their thoughts about imagination very clearly.  
Margaret spoke of imagination in terms of the artist’s experience explaining that 
“imagination is very crucial in art making as the space to be free. Sometimes messages 
are hidden through use of imagination, some sensitive issues political or social, are 
hidden too. Imagination also serves as a means of transportation from the here and now, 
the everyday, to another realm into which an artist can take their viewers along.” Ellen 
expressed belief that drawing may be an important contribution to development practice, 
including assessment. Ellen explained that she likes, “when you can do something that 
calls for your imagination, rather than a stock patterned recipe action and behavior. But it 
takes some imagination to draw anything, but especially something that you haven’t 
encountered before.” The process of imagining something completely foreign and fixing 
it into form is an exciting endeavor for any individual artist, but in community art 
development work it is a unique challenge because their work is a medium for reaching 
out to the other. Interpretation and reinterpretation appear to be embedded in the creative 
process.  
Ownership and Inclusiveness  
 
Interpreting the unfolding of an artwork or a completed art narrative is a search 
for meaning. Kearney (2002: 154) states that, “what we consider communicable and 
memorable is also what we consider valuable.” This is what surfaced in many of my 
conversations with the research participants. Several of the visual artists noted that the 
challenge is how the work they create is interpreted as meaningful to the developing 
community, and, therefore, recognized that the community members need to be included 
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in the process of interpretation so that they could feel a sense of ownership. This sense of 
ownership comes to the foreground when they discussed their individual interpretations 
with each other. Once the artwork was meaningful, the community members came to new 
understandings that informed their actions. However the interactive process of 
interpreting a community artwork suggested that imagination is a participatory event.  
The visual artists seemed to believe that the community needed to be included in the 
creative process. 
When Justin began creating development messages, he worked indirectly with the 
community and directly with NGOs. Problems arose frequently when Justin’s work was 
taken back to the community and misinterpreted or ignored. Justin cautioned that, “when 
I’m doing my painting, I have the freedom to fall back into my internal and bring out 
that, but when it comes to developing a learning aid for a new community, no wasting 
time to fall back to interpret, you have to look at what is there to bring out the identity.” 
The artists used their technique and signature style, but the community steered the artists’ 
paintbrush on the canvas, the etchings on paper, and the molding of objects into 
sculptures as the artists undertook the process of creating the development message. 
Interpreting the artwork together with the community seemed to be very important. 
Lilian constantly sought comments about her soap sculpture project by showing 
photographs of these sculptures to the women in Uganda and testing their responsiveness. 
Lilian conceded that many of her attempts using metaphor to tell a story failed, mostly 
because they were misinterpreted culturally. She explained how she approached her 
work, saying that, “I had to imagine and symbolize or portray a woman as a receiver. We 
are receptive, we receive and the reason for most of the infections is because of the nature 
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of our biological structure.” The challenge was for Lilian to come to new understandings 
about her own work so the message would invite rural women to reach an understanding 
about their vulnerability to the HIV/AIDS virus and discuss it. To draw the women into 
the sculptures, Lilian had to own what it means to be a woman in Ugandan culture. 
Joseph explained the importance of accuracy in an art work, saying that “a piece of art 
should be able to tell us as much detail about the person who creates it and the experience 
that person’s going through and that environment.” I realized how important the presence 
of identity is to stimulating the imagination. 
In theatre for development, the community members engaged in the various 
scenarios that were presented for consideration. The search for meaning appeared to be a 
constant during the process of creating and later when reinterpreting the artwork. Theatre 
for development takes the community through an issue, not for entertainment, but for 
future application. Patrick reflected, “when it comes to the point of evaluation and 
reflecting on the practice they’ve got a greater interpretive power and they are able to 
relay the practice or the artistic expression to their real life experiences.” Reflecting and 
interpreting seem to be the initial step to appropriating the story told. It is through 
participation and dialogue that the community may come to new understandings that 
manifest in an appropriation of problems and a creation of alternate scenarios.  
Some of the artists and developers noted the artwork provides a platform to 
indirectly raise sensitive social issues to the forefront, without being confrontational or 
judgmental. Joseph stated, “the process of creating is to imagine that everything exists 
but one thing could be more useful.” When the focus is on the artwork the community 
more readily participates in discussions about community issues so they are included in 
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development acts. Justin realized that, “there is a lot that you can bring out from 
communities through art about their problems that they can’t share with you. They can’t 
give you that information, but through art they bring out a lot.” When the inexplicable is 
said, it seems to be more powerful when expressed through art. The community members 
are able to embrace, or own deeply, rooted feelings that can then be expressed. Many of 
my research participants recognized art as a medium to initiate dialogue.  
Ongoing Interpretation 
 
Art projects allow the community to retain a respectful distance as they work 
through a development issue. As Joseph posited, “art is about interpretation, how one 
looks at the entire and how one perceives it.” Interpretation extends to the receiver of the 
art. It is the receiver who, inspired by the art, begins to contemplate different ways of 
being. Baron stated that, “imagination is important for art making but it [is] also able to 
inspire someone who is listening, someone who is watching, someone who is 
participating. You are using that example that he or she has seen to go beyond himself 
and what he is facing now to the future.” Imagination seems to draw people into a topic 
and releases a person to experience something new. 
The receiver of art, be it the community interpreting a development narrative or 
the art maker refining his or her work, is called to move beyond what is visually 
observable using imagination. This process is what Ricoeur calls interacting with “the 
world of the text.” The world of the text presents new possibilities, but Ricoeur (1988: 
168) states that the receiver “[must] welcome it into the play of their own expectations.” 
In order for the artwork to be interpreted, the work needs to reveal a world that the 
receiver wants to enter. 
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Joseph stated that, “it’s up to us to interpret where that piece of art is supposed to 
take us. And if you don’t take the trouble to go there then the piece of art will not foresee 
to go there but it will still remain a fact that that piece of art wants to take you beyond.” 
As stated above, when some of the visual artists spoke about narrative and identity in 
creating art projects many of the comments revealed that artwork created by visual artists 
often went unnoticed by the community because they could not find something in the 
artwork worthy of exploration. However, artwork that told a story about the community, 
created free flowing dialogue around development issues. Ellen spoke passionately about 
Vincent’s mural saying that, “whether he is working through it on an artistic depiction, 
he’s finding out what in the world he can say about who he is and what his culture is 
about. It was the most highly representative art that depicted both what’s going on and 
what should be talked about that I saw.” I began to see similarities between the creative 
process of art-making and the dialectic process of interpreting an artwork.  
Some visual and performing artists agreed that the creative process helps the 
community rise to new levels of understanding because of the continual process of 
interpretation. In theatre for development, there are several proposals of action to 
consider. Community theatrics are acted out to move closer to the heart of a development 
issue. This concept was discussed a lot in my conversations with Patrick and Baron.  
Patrick explained that,  
we are responding to stories through reflection and also through action, through 
dramatizing it. In the process, we are able to stop the action and begin questioning 
our action and in the process of exploring alternative ways of responding to a 
situation…we are not seeking an action that is conclusive, but just broadening 
understandings…The theatre does not answer all of their questions. It is supposed 
to help the level of understanding. 
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Patrick’s description suggests that it is in reaching new understandings that 
dialogue surfaces. Theatre for development takes the community through an issue, not for 
entertainment, but for extending understanding to future acts. Patrick told me that, “when 
it comes to the point of evaluation and reflecting on the practice, they’ve got a greater 
interpretive power and they are able to relay the practice or the artistic expression to their 
real life experiences.” Justin believed art opened the door for the community to actively 
participate in development efforts stating that, “governments bring programs, but they 
don’t take the time to make people understand these…problems. To me when I look at 
art, art enables you to simplify things, whether a form of music, whether a form of dance, 
whether it’s storytelling.” There also seems to be a communicative nature to art that is 
non-verbal. 
 Through dialogue there is an interweaving of interpretations including both the art 
maker and the spectator until the artwork has meaning for both. Working together, 
dialogue emerges about how to improve on what already exists. Fred explained this 
interaction in a way that reflected the insights of other visual artists,  
Art has various stages and parties: there is the first party – that is me in the studio. 
While in the studio I am dealing with personal dialogue but then when you show 
it to someone in the gallery it creates another form [of] dialogue. You create it 
with your mind to send a particular message to the on-looker. The other party 
could really challenge you otherwise when they will tell you this is what they see 
in that artwork that you didn’t intend. I may have had other ideas but someone can 
come up with some new ideas that may change me. I will say you are right, and 
that inspires the artist more. 
 
I started to gain a clearer picture of how interpretation is continuous during the creative 
process of community art development projects. Yet, I wanted to understand how this 
work helped both community members and the artists see themselves differently. 
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Imagining Otherwise 
 
Vincent was approached by someone in Gulu who wanted him to illustrate 
folktales, because Vincent said “the stories reveal some of the morals.” It was a way to 
tell traditional folktales differently, to preserve the culture, and share wisdom. Vincent 
used “totem” for the character in the story. As the children interacted with the art 
narrative, new proposals for actions surfaced that freed the child to deviate from 
traditional practices. Vincent told me about a project he did for a teacher who wanted to 
help children imagine their traditional roles differently. Vincent explained that, 
“culturally, it used to be a girl is given to a man, and for this teaching they want the girl 
to have the freedom and the right to choose who to marry. So out of all these animals the 
girl chooses what she wants. That’s what they’re trying to fight for using art.” Through 
the artwork, the girls were able to imagine themselves differently. 
Patrick and Baron spoke of how the creative process used in theatre has changed 
the way people interact and understand others. Baron said that “when people are 
transformed people’s attitudes change.” Patrick relayed stories to me about how some 
community members began to see themselves differently and this influenced their 
actions. Patrick said that leaders of theatre for development projects encourage people to 
play the role of the person they are in conflict with, in order to sympathize with the other. 
Patrick explained what he calls “cycle of relations,” whereby individuals are able to act 
out the roles of others. Patrick said that it “enables them to understand where they are 
coming from but also gives them an opportunity to be in another person’s shoes. When 
you bring them back to act the other part again, they’re responding differently because 
they have gained that understanding.” I asked Patrick if this exercise really changed how 
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people interacted outside of the drama. Patrick smiled, apparently thinking of an 
example, then shared an outcome in which one man reported that he had been troubled by 
the experience, but after reflecting, he returned willingly to understand the other.  
Patrick recounted what the man said, “if I was to act that role again, I would 
appreciate more what you were raising.” Patrick asked why the man had changed and the 
man responded, “well I’ve been thinking about what I was doing and I also had the 
opportunity to talk with some people who are older than me about what I was involved in 
and that explains my understanding.”  It was interesting to me to hear how relationships 
changed when the individuals imagined things differently.  
Working with the community, the role of leader of art projects seemed to be fluid 
and responsive as well. The leaders sought to maintain a delicate balance between the 
contribution of the artist and the community creating a narrative. Justin, Patrick, and 
Baron in particular used the word facilitator. Patrick and Baron found theatre at times 
problematic because people often act out specific happenings in community, exposing 
uncomfortable truths or addressing culturally sensitive issues. Justin also expressed the 
need to respect cultural sensitivities, strongly suggesting the assistance of a facilitator 
during the process of creating development art. Patrick used elaborate examples, but 
Baron offered a more concise explanation saying that, “we emphasize the need to identify 
and recruit very good facilitators who are able to get the feel of the situation and avoid 
antagonizing [people] so we respect all.” Visual artist and theatre for development 
facilitators perform a juggling act of stepping in when necessary and retreating when the 
community needed to do the work. I began to see that leading a development project is 
part of the creative process. The artists and developers didn’t impose their thoughts, 
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rather they provided the space for the community members to imagine themselves 
differently. I also recognized the artists and facilitators shared a development concern 
with the community and this seemed to include them as part of the process of working 
toward meaningful change. 
Discussing development issues as a result of the creative process is an invitation 
to awaken the ethical imagination. Kearney (1998: 189) states that, “imagining is 
invariably related to our understanding of our being-in-the-world.” All of the artists 
agreed that the goal and benefit of promoting dialogue is to prompt meaningful action. 
Fred explained teaching people to create their own artwork is a way of helping art makers 
understand the value of what is around them. Fred was clear about this saying, “you don’t 
expect after you have created, finished, and signed your artwork to destroy it. You don’t 
expect after you have created something out of an inspiration from nature to kill it.” Fred 
believed the community will take responsibility for maintaining their environment and 
those who live in their world. 
Joseph spoke of art in general terms, expressing his belief that art opens up new 
possibilities, providing us the opportunity to imagine the best option for a particular 
situation. Joseph asserted that, “art itself instills the ethical values that we ought to look at 
in whatever we are doing. It will tell you what ought to happen in a certain situation. You 
may not do it. Nobody will take you to prison but the fact will remain that that’s what 
ought to be.” Through art we examine all of the pieces until we formulate a plan that 
makes sense and can potentially benefit the community. The artists noted that this ethical 
aspect of the creative process was different than their individual work outside of 
community development. 
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The visual artists expressed frustration with their art training at Makerere 
University because they had to adhere to strict guidelines and focus on an art product, 
which stifled their creativity. The art they practiced for community development was 
much more meaningful to them, as Justin explained, “when you mention things like 
storytelling, I never saw that at the university because at university the main focus was 
really at producing and coming up with a product…So the kind of work we are now 
focusing on is that kind of art that brings out that inner feeling of somebody.” Lilian was 
grateful for her training at Makerere where she learned techniques that sped up her work, 
but she said there are times when the artist needs to slow down and reflect on the work 
being created.  Faisal who is committed to bringing artists to the realization that 
meaningful art for the spectator is art that touches them personally. Faisal said in a 
frustrated voice that, “most of the artists they have come from Makerere… there’s no 
creativity in all this art… The local average person doesn’t understand that. It’s beautiful 
but he doesn’t associate himself with that painting.” I began to see that imagination in the 
creative process of art and development is also part of learning about the relationships 
and responsibilities that artists and developers have in relation to community members.  
The Creative Process Extends Beyond Art 
 
After listening to Joseph talk about the theatre for development projects he 
participated in, he told me that he “wanted to carry art to another level.” Joseph looked up 
and said, “I did consultancy for different organizations using theater to talk about issues 
that affect society and how art can be used in order to generate options to get a 
discussion.” As I sat across from Joseph watching him formulate his thoughts I could not 
resist taking our discussion a little deeper. I asked Joseph how he uses the artistic process 
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in his work as an administrator. Joseph looked up at me with confidence and replied, 
“yes, quite a lot, because in art I create and the process of creating is to imagine that 
everything exists but one thing could be more useful.” I posed the same question to Nuwa 
who said that “it may get you thinking and move you to take a decision.” On another 
occasion, Nuwa proudly relayed to me he was employed by the king of Buganda to 
formulate security plans for the kingdom’s events. Nuwa credited the creative process to 
his ability to conceptualize how things are interrelated so he was able to alone do the 
work of several different people specialized in one particular aspect of security planning.  
During my conversation with Baron he expressed to me that, “imagination is 
important for everyone in creative work, because it’s imagination that brings an 
interesting piece…Imagination enables you to have personal reflection. It enables you to 
go beyond where you are to something only the mind can take you to.”  Vincent 
recognized that imagination used in art making was important for leadership saying that,  
working together, being creative helps you to be a decision maker…I know a few 
people in Uganda who hold big positions with art backgrounds. Storytelling, 
music and dance is a great tool in shaping the children to be future leaders it gives 
them the chance to express themselves and share with other people their feelings 
and thoughts. Art helps them identify and deal with problems in their societies. 
 
Through my conversations with the research participants I learned that imagination helps 
us understand the role we play in the stories of our lives. 
Summary 
 In Chapter Five I presented the data that were revealed through my conversations 
from the orientation of visual and performing artists and administrators of art 
organizations and development projects. Interwoven in the research participants’ 
narratives are observations I noted in my research journal. The data suggest that the 
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creative process beckons the art maker to reflect upon specific development themes 
drawn from the stories that surface in community and expresses personal, narrative, and 
cultural identity. Art makers in community, individual artists, and the receiver of the art 
works are constantly interpreting and reinterpreting the artwork using imagination. This 
cyclical process sparks dialogue and conversation about development issues. In Chapter 
Six, I interpret the data presented using the same research categories: narrative, identity, 
and imagination as I explore how the creative process may raise development issues to 
the level of discourse. 
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CHAPTER SIX: DATA ANALYSIS 
 
Introduction 
In Chapter Five, I present the insights of the research participants about the 
creative process in art making and how this process brought to the surface conversations 
of development issues in Uganda. In Chapter Six, I analyze the data using my three 
research categories Narrative, Identity, and Imagination drawn from critical hermeneutic 
theory. This analysis is my personal narrative configured from the data collected and 
presented to the reader. As I write this Chapter, I sense the presence of the artists and 
developers who shared their stories with me. I remember the genuine care and concern 
they expressed about their community; the lingering inquietude of fruitless efforts and the 
humble recollection of their successes. What fuels the creative process of these dedicated 
individuals is their sense of ethical obligation appropriated for the other, their acquired 
wisdom from the narratives of the community, and the toggle between the very real and 
yet to be realized. The artists and developers embrace the challenge of generating 
dialogue about pressing development issues facing Ugandans.  
Heidegger (2001) explains that the genesis of the work of art is already present, 
but is hidden. He (2001: 56) posits that, “the work’s createdness can obviously be 
grasped only in terms of the process of creation…we must consent after all to go into the 
activity of the artist in order to arrive at the origin of the work of art.” I am reminded of 
Joseph saying “we must agree that art has a character.” The use of character here is 
synonymous with the world of the community that is disclosed in artwork designed for 
development. Heidegger (2001: 58-63) also discusses the truth in the work of art. The 
disclosure of this truth is a constant dialectic of covering and uncovering the core 
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meaning in an artwork. Heidegger’s interpretation of the dynamics inherent in art reflects 
the same process that occurs when the creation of an authentic art work designed for 
development comes into being. It is this process that was discussed during my research 
conversations. In art development the animation of truth is possible through an exchange 
of stories between the artist or development leader. In development work using art 
mediums, the animation of truth takes place through an exchange of stories between the 
artist or development leader and the community. This dialogue is not limited to words; it 
is present in the act of art making.  
Gadamer, a student of Heidegger, carries into his philosophy an extension of the 
importance of dialectics. Gadamer also believes there is a connection between 
understanding and interpretation. Gadamer (2004: 306) explains, “understanding is 
always interpretation, and hence interpretation is the explicit form of understanding.” 
Gadamer posits that we work by moving interpretation to understanding and again, 
holding this relationship in a dialectic. In other words, understanding and interpretation 
only take place in relationship with one another. The dialectic between understanding and 
interpretation emerged through the research conversations and was also reflected in the 
relationship between the artwork and the developing community.  
The research conversations also revealed the importance of history to imagine a 
new future and way of being. Gadamer (2004: 301-303) posits that we are historical 
beings with living traditions that inform our view of the world or our “horizon.” This 
horizon can potentially expand when we engage with the world of the other, and at this 
time we may reach a new understanding or “fusion of horizons.”  In art and development 
work, community members bring their horizons to the process of creating community art 
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for future development acts. The community’s traditions and past are challenged by the 
possibility of something new that is presented in community development artwork. The 
artwork may help the community expand their understanding about a way of life that 
incorporates new development acts. In other words, there is a dialectic between the 
community members’ understanding of their history and the new worlds that are 
presented to them in art designed for community development. 
Both Heidegger and Gadamer believe that art cannot be understood from 
considering merely the object, but rather the receiver of the work must interact with what 
is housed in art. This philosophy is reflective of critical hermeneutic theory, which 
undergirds this analysis. Ricoeur (in Kearney 2004: 41) states that, “hermeneutics is not 
confined to the objective structural analysis of texts, nor to the subjective existential 
analysis of the authors of texts; its primary concern is with the worlds which these 
authors and texts open up.” Conversations with my research participants revealed that the 
creative process in art development practice in Uganda is an exploration of the 
community’s temporal worlds. We explored the creative process of community art 
development, where the worlds of the community and those working in development, 
come together using various art mediums as a platform for discussions about future 
development acts.  
The potential for the creative process to inspire conversation among development 
participants is articulated below following the original research categories that guided my 
inquiry. My research categories of Narrative, Identity, and Imagination, have major 
themes associated with each category. The themes under the category of Narrative are 
Meaning and Understanding, Informed Action, and Socio-Cultural Medium.  The major 
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theme under Identity is Disclosure. The themes under Imagination are Interpretation, 
Play, and Solicitude. 
Narrative 
Narrative is a playing field where different periods of time and events come 
together in a plot that is meaningful to the developing community. Ricoeur (1991: 429) 
posits that, “the plot constitutes the creative well-spring of the story and narratology 
forms the rational reconstruction.” As I reflect on my conversations I realize that the 
word “artwork” is misleading when art is discussed in the context of community 
development. The art created in development is a poetic construction, yet “artwork” 
implies an art object. Ricoeur (1981: 279) states that, “the narrative art characteristically 
links a story to a narrator.” This quote informs my choice to use the term “art narrative” 
in my data analysis. Art in the context of this research is not an abstract generalization, 
but a medium for the interpretation of meaningful development acts. Art narratives are 
visual development messages or theatrical productions of development stories.  
Meaning and Understanding 
 
During the creative process the plot is developed which sets the stage for 
meaning. The initial idea of the visual and performing artist is enriched and refined 
through conversations with the community members. Ricoeur (1984: 66) explains, 
“assembling events…Thanks to this reflective act, the entire plot can be translated into 
one ‘thought,’ which is nothing other than its ‘point’ or ‘theme.’” Conversations during 
the creative process revolve around how to complete the thought or idea of a 
development issue. The visual artists spoke of how their initial idea of an art narrative 
was often incomplete and the meaning was lost without the contribution of the 
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community. Margaret explained that “feedback…can tell you what your audience may be 
thinking, or whether you are communicating what you really want to say.” I was amazed 
by how artwork evolved through different stages that slowly brought the community 
together around a development act. The creative process is meaningful because it is a 
social emplotment. It is gathering together different community events and the diversity 
of the community into a development art narrative.  
Some research participants often spoke about experiencing catharsis. During the 
creative process, affected community members were relieved of pent up emotions when 
they set their thoughts down in illustrations, paintings, or acting out roles in a play. 
Ricoeur (1984: 43) explains, “catharsis…is brought about by the plot. The first 
discordance is the fearful and pitiable incidents. They constitute the major threat to the 
plot’s coherence.” The euphoria some research participants credit to art-making is the 
experience of thinking differently, a transitory period as the community unveils a hidden 
meaning. It is what Heidegger (2001:58-60) calls a disclosure of truth that is already 
there, but yet to be revealed.  
Theatre for development leaders encouraged community members to act out 
troubling issues and often community members exchange roles to better understand the 
other. Kearney (2002: 138) discusses this in terms of catharsis stating that, “the narrated 
action of a drama…solicits a mode of sympathy more extensive and resonant than that 
experienced in ordinary life…not simply because it enjoys the poetic license to suspend 
normal protective reflexes…but also because it amplifies the range of those we might 
empathise with – reaching beyond family, friends and familiars to all kinds of 
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foreigners.” The working through this catharsis is where dialogue surfaces, but this 
dialogue is often expressed without words.  
The expressing is done using art mediums and this paves the way to the creation 
of a development narrative which community members find meaningful and worthy of 
pursuit. Ricoeur (1988: 177) posits that, “free from…artists must still make themselves 
free for…the stringent law of creation…is to render as perfectly as possible the vision of 
the world that inspires the artist.” I began to see that catharsis in development art is 
perhaps better described not as purgation, but part of the process of reaching a new 
understanding. This understanding frees the community members to create a 
development art narrative directed toward a vision of a world that includes new 
development acts.  
The research participants spoke of the creative process in terms of time. The Let 
Art Talk artists encouraged the refugee children to illustrate the past, present, and future. 
Fred advised the children “the more you draw your feelings, your history, the present, the 
more of the bad things will be erased.” Then he asked the children to illustrate their 
aspirations for the future. The children were not constructing an art narrative that 
considered all time periods together. Ricoeur (1984: 97) posits, “understanding - even the 
understanding of another person in everyday life – is never a direct intuition but always a 
reconstruction. Understanding is always more than simple empathy.” Vincent’s work 
about the war in northern Uganda captured a reconstruction of the painful past, confused 
present, and hopeful future that reflected his understanding of the war-affected 
communities in northern Uganda. The theatre for development projects led by Patrick, 
Baron, and Joseph, brought to the forefront many different scenarios the community 
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members could consider together before coming to a new understanding of how to act 
differently. Development messages that included all temporal periods together, helped the 
community see their lives differently when they worked toward development acts. In the 
process, the developing community appropriated their own story and in turn reached new 
understandings about development issues. During this creative process, discourse 
surfaced around development concerns, not from an inner instinct or solely from the 
interpretation of the aesthetics of the art narrative.  
 The “happening” of understanding is not a linear process. Understanding is the 
ability to form connections and recognize inter-relatedness. Gadamer (2004) recognized 
the inter-dependence of appropriation, understanding, and interpretation.  The artists’ 
work was driven by the desire to help the developing community grasp why change is 
necessary. The artists encouraged the community to retell stories in visuals, movement, 
or rhythm as part of the process of imagining a future of sustainable change. Ricoeur in 
Kearney (2004:131) states that, “we must have a sense of the meaningfulness of the past 
if our projections into the future are to be more than empty utopias.” New understandings 
reached through retelling painful memories and entering into the fearful unknown of the 
future informs the formulation of a plot directed to meaningful development acts. The 
process of creating development art narratives involves oscillating between different time 
periods, allowing community to find meaning and understanding so they can actively 
participate in building future narratives that address development issues. The 
conversations during the creative process revolved around stories. 
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Informed Action 
 
The importance of storytelling to Ugandans is central to their being in the world 
and essential to the creative process. Ugandans understand themselves as part of a 
community story. Through art making, Ugandans acquire a knowledge that represents 
how they act with and for others. Ricoeur (1992: 164) explains, “the art of storytelling is 
the art of exchanging experiences…the popular exercise of practical wisdom.” Joseph 
explained that the stories shared in theatre for development disclosed truths about life that 
can be applied to problematic situations, where acquired knowledge in turn informs 
responsible action. Ricoeur (1991: 428) states that, “it is the function of poetry, in its 
narrative and dramatic forms, to set before imagination and meditation situations each of 
which make up thought-experiments by means of which we learn to join the ethical 
aspect of human behaviour to happiness and unhappiness, fortune and misfortune.” The 
contribution of stories to the creative process of building an art narrative is the refiguring 
of the story when it is set into an artistic medium. The knowledge acquired from this act 
informs the artist developer and community art maker how to proceed to create a 
development art narrative.  
Art narratives created in concert with the community and the artist or developer 
provided an inclusive venue that opens up dialogue about development issues. Kearney 
(2002: 156) explains, “the story is not confined to the mind of its author alone…Nor is it 
confined to the mind of its reader…Nor indeed to the action of its narrated actors. The 
story exits in the interplay of all these.” It is the ability to include all parties, the artist or 
developer, community, and the story told that determines the degree of success in the art 
narratives created for community development. Community art development is not 
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confined to the community alone, it extends to the developer as well and both act in 
concert as they move toward development acts. The discussion that revolves around art 
narratives represents the voice of all members of the community, but it is through the 
assistance of the artist developer that art narratives are set into form. Ricoeur (in Kearney 
2004: 58) states, “telling a story…is the most permanent act of societies. In telling their 
own stories, cultures create themselves.” The visual artists who created development 
messages and who guided a community in developing art narratives were able to 
incorporate stories that reflected the culture of the community, which drew community 
members into a development story they could own and refigure over time. This working 
together around a development issue also creates a bond or relationship between the 
community and the artist developer.  
Socio-Cultural Medium  
 
Geertz (1983) interpreted art in the context of culture and as part of the social 
fabric. As I explore the artistic process in development, this particular interpretation of art 
is important because art is considered in the social context of development. However, 
many of my research participants use non-traditional visual art mediums such as 
illustrations, paintings, and sculpture. The conversations revealed that the community did 
not readily embrace these art mediums unless the story of the community was disclosed 
in the art narrative. Lilian’s sculptures generated interest among Ugandans to dialogue 
about HIV/AIDS because the community recognized the story of the AIDS virus. Ricoeur 
(1988: 171) states that, “the meaning of a…work rests upon the dialogical relation 
established between the work and its public.” Art can be a discursive medium to raise 
development issues to the level of discourse if the community can dwell in the art 
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narrative. This dialogical relationship between the art narrative and the community is 
contingent upon the story told through the art medium.  
Justin’s painting project was challenging for the children because they didn’t 
know how to paint. Yet, as time progressed, the children were able to express themselves 
more profoundly with the painting than they were with words. Patrick and Baron believed 
traditional art forms such as dance and theatre were the best mediums for art 
development. I remember Joseph saying that, “we realize that people sleep with options. 
They sleep with problems. They know how to come out but it’s a matter of saying.” 
Through artistic expression in the creative process the “saying” occurs. Art mediums in 
development are alternative ways to articulate the inexplicable during the creative 
process. Ricoeur (1991: 429) states that, “narratology is a second-level 
discourse…always preceded by a narrative intelligence which issues from creative 
imagination.” The creative process of art-making is a form of non-verbal dialogue, 
opening up new possibilities for raising development issues to a level of discourse. 
A pressing curiosity for me was the legitimacy of using modern art mediums in 
community development work in Uganda. Joseph, who welcomes both traditional and 
non-traditional art mediums as part of development work remained optimistic that 
Ugandans could adapt to modern visual art mediums. Ricoeur addresses this in terms of 
“sedimentation and innovation.” Ricouer (1991: 429-430) asserts that,  
tradition as a living passing-on of innovation which can always be re-activated by 
a return to the most creative moments of a poetic composition…the actual 
creative form of narrative changes over time, and in time will become part of 
lived traditions…the rules change under pressure of innovation, but they change 
slowly and even resist change in virtue of the sedimentation process. 
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The innovation of new artistic mediums may enrich the telling of development art 
narratives as long as the art narratives reveal the story of the developing community. The 
will of the community to embrace innovative development acts combined with the 
commitment visual artists have to further sustainable development, may pave the way to 
their acceptance of modern art mediums. Regardless of the choice of the art medium, the 
presence of the community’s identity is important to the art narrative. 
Identity 
Ricoeur (1992) believes that we understand our identity in relation to others and 
narrative is the platform used to explore identity. Central to Ricoeur’s theory of narrative 
is the presence of character. The identity of the character informs the plot, what Ricoeur 
calls the “directedness” of the narrative. Ricoeur (1992: 146) states, “narrative appears as 
the path of the character and character is the path of narrative.” Ricoeur (1992) explains 
that it is the action of the character that informs both the direction of the plot and the 
identity of the character in the story. In the process of creating art for development, 
community members explore how different actions may inform who they are in the 
context of a proposed development plot or act.  
 The character in development art narratives is the identity of the community 
members. In the visual arts community identity is expressed using cultural identifiers. In 
theatre for development, community identity is represented using peer groups of age and 
gender. The research conversations revealed that during the creative process of 
developing art narratives, the community members together with the artist or 
development leader, configure an art narrative that discloses community identity in terms 
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of action. The prevailing theme under identity is Disclosure because throughout the 
creative process, layers of community identity unfold and the role of the artist evolves. 
Disclosure 
 
 As I listened to the artists explain their work, I felt their frustration in trying to 
capture the attention of the community. In my research conversations, all of the artists 
focused on issues of identity because the presence of identity in an art narrative 
stimulates dialogue around development issues. When community members can 
recognize themselves in the story, the art development narrative is meaningful to them. 
The research conversations revealed that when the community feels situated in the 
narrative, the events that occur in the story disclose realities the community members can 
grasp. In turn the community can follow the art narrative designed for development.  
 The challenge for visual artists in development is appealing to the vast diversity 
among people groups in Uganda. Vincent and Lilian use cultural metaphor and identifiers 
such as signature clothing, household objects, and domiciles carefully crafted into 
development messages, to give the development art narrative a unique cultural character. 
Ricoeur (in Kearney 2004: 42) explains, “the metaphors, symbols and narratives 
produced by imagination all provide us with ‘imaginative variations’ of the world, 
thereby offering us the freedom to conceive of the world in other ways and to undertake 
forms of action which might lead to its transformation.” The visual artists especially 
recognized that the absence of identity in the art narrative, thwarted dialogue, yet the 
presence of identity stimulated discussion about development acts. It was not enough to 
offer up to the community an art narrative and hope discussion will occur. Through 
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discussion of creating an art narrative, the community members can think anew about 
who they are in the story of development acts.  
In theatre for development Patrick, Baron, and Joseph include each peer group 
when the roles of the narratives are considered in the development plot. In order for 
community to undergo transformation as opposed to comprehensive change, the 
existence of a recognizable character in a different role allows them to entertain a 
different course of action without completely disconnecting from who they are. For this 
reason Baron, Patrick, and Joseph prefer the use of cultural idioms. Baron explained that 
we, “are using people’s culture to communicate messages.” Ricoeur (1991: 437) states, 
“a self is born, taught by cultural symbols, first among which are the stories received in 
the literary tradition. These stories give unity, not unity of substance but narrative 
wholeness.” If community cannot recognize the sound and movement of their culture, 
they are disconnected from the story told. Identity revealed through narrative is inter-
related to the art medium used to tell the development story.  
During conversations with the artists, I came to a new understanding about how 
responsive an artist needs to be to the community members, if their development 
messages will raise issues to the level of dialogue. Ricoeur (1992: 147-148) explains 
identity changes over time saying that, “the character in a story, is not an entity distinct 
from his or her ‘experiences.’ Quite the opposite: the person shares the dynamic identity 
peculiar to the story told.” During the creative process of building an art narrative, the 
burden is placed on the visual artist to create a development message that resonates with 
community members. At first, the artist needs to capture the community culture or 
character based on the communities lived experiences, as well as the imagined future that 
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new development acts may bring to the community. When the artists engaged the 
community members in conversation as they created their development art narrative, their 
projects were successful.   
The leader of art development projects also plays a role in the creative process of 
building the narrative. Joseph spoke of the delicate relationship between the leader of art 
development projects and the community saying that he, “would leave it to the 
performers to treat it the way they wanted as long as the message remained there.” The 
development artist is a discrete partner in the creation of a development art narrative. The 
detached yet involved relationship between the development artists and the developing 
community is similar to the dynamics of what Ricoeur (1992) calls ipse identity, the part 
of our identity that is always changing in relation to others and is manifested in action. I 
came to a new understanding about the creative process of art narratives when I heard the 
stories of the relationship between the leaders of art development projects and the 
community members. 
Ricoeur’s (1992) theory of ipse identity also explains the community members’ 
exploration of identity during the creation of art narratives. Otherness may be understood 
because of the distance created by the art narrative. Dan McPherson states that, “art 
creates space in which identity can change” (personal communication, April 8, 2010). 
The dialectic between the established identity of community members and the new 
identities and actions proposed in development art narratives, is the community 
imagining alternative ways of being in the world. The relationships between community 
members and the roles each individual plays, change as the development art narrative 
develops because development is action-oriented. Baron stated that, “it’s a continuous 
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process of action – dialogue.” I began to understand that the identity of the community 
members and the artists or development leaders is disclosed in the creative process of 
creating a development art narrative. The artists and development leaders’ role changes 
throughout the creative process, depending on the actions of the community members. 
The community members’ potential for change is closely linked to the strength of the art 
narrative created. 
Imagination 
 Imagination is a thread that weaves through the ebbs and flows of art making in 
development work. The artwork is continuously interpreted and reinterpreted but the 
changes that occur as a result are never abrupt; they are subtle. Ricoeur (1992: 127) 
explains that, “to imagination is attributed the faculty of moving easily from one 
experience to another if their difference is slight and gradual.” The artists described how 
development art narratives unfolded gradually.  
Interpretation 
 
The research participants’ stories of how their work changed according to 
misinterpretation were never discussed as criticism.  The artists understood each new 
paint stroke or theatrical scenario was part of constructing a meaningful art narrative the 
community could embrace. Kearny (2004: 40) states that, “imagination can be recognized 
accordingly as the act of responding to a demand for new meaning, the demand of 
emerging realities to be by being said in new ways.” The work of the visual artists was 
propelled by how the community interpreted the development messages. The artists 
refined their art narratives when the community was unable to interpret the development 
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messages for meaning. In other words, the art narrative was “told” or created differently 
until the community responded.  
Interpretation is constant throughout the creative process because the art narrative 
evolves as a result of interpretation. Ricoeur explains this dynamic occurs when the 
receiver of a work interacts with the “world of the text.” Ricoeur (1984: 81) states, 
“refiguration that belongs to the poetic work is part of the hermeneutics that aims less at 
restoring the author’s intention behind the text than at making explicit the movement by 
which the text unfolds, as it were, a world in front of itself.” Ricoeur believed the world 
of the text was one of possibilities. The creative process of building an art narrative stems 
from the refiguration of an art narrative in progress, into an art narrative that holds 
meaning for the developing community. Ricoeur (1991: 431) explains, “the world of the 
text opens up a horizon of possible experience, a world in which it would be possible to 
dwell. A text is not an entity closed in upon itself; it is the projection of a new universe, 
different from the one in which we live.” In the creative process the text is continually 
unfolding. When the community interacts with the development art narrative that is in 
progress, their expectations must be met in order for them to interpret the development 
messages created by visual artists or the new scenarios acted out in theatre.  
Working through as a collaborative effort between the community and the artist or 
development leader is possible when the community brings their world to the visual artist 
or reveals their life in theatre for development productions. The bringing of world to a 
text is what propels Gadamer’s “fusion of horizons,” an enlarged perspective of the 
world. Ricoeur (1991: 431) says that, “appropriating a work through reading it is to 
unfold the implicit horizon of the world that embraces the action, the personages, and the 
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events of the story told. The result is that the reader belongs to both the experiential 
horizon of the work imaginatively, and the horizon of his action concretely.” Patrick 
explained that, “we are responding to stories through reflection and also through 
action…we are able to stop the action and begin questioning our action and in the process 
exploring alternative ways of responding to a situation.” Theatre for development is not 
designed to create answers, but to reach new understandings so that people in community 
are transformed. The art narrative encourages the community to think differently and 
work toward a development act. Joseph recalled that, “we are looking at a process not a 
product per se. We’re looking at a process and that process was emphasizing the analysis 
of a problem and identification of options… It was so amazing that you just create a 
platform, a platform to kind of trigger and at the end of the day it would be the power of 
art doing this. It’s not the power of lecture.” The power of art narratives is that 
community is able to interpret the world of the text both in the creative act of configuring 
that art narrative and later in the imagining of a new world or development act the 
community willingly embraces. 
Play 
 
When I began to interpret the artwork in Uganda, I made a concerted effort to 
understand what lay before my eyes. However, when I spoke to the artists, I realized that 
interpreting an artwork begins at the inception of the art narrative. The initial idea is 
rarely the final product, but this idea already has a meaning, a pre-interpretation that is 
within the artist because it comes from their experience or concern about a development 
issue. The idea is not a whim, but the combination of the imaginary and a known reality. 
This may be explained in terms of the productive imagination. Ricoeur (1984: 68) 
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describes productive imagination as one that “fundamentally has a synthetic function. It 
connects understanding and intuition by engendering syntheses that are intellectual and 
intuitive at the same time.” This initial idea is the world of the community artist or 
community member that is continually reinterpreted. The visual artists and theatre for 
development facilitators explained this initial idea is also a source of dialogue between 
the artist or community developer and the community, until the final art narrative is an 
authentic representation of the development theme.  
 The creative process begins with an idea, and this idea is critiqued for new 
meanings that inform how the artwork is created. Ricoeur (1988: 177-8) posits that, “the 
paradox here is that the freedom of imaginative variations is communicated only by being 
cloaked in the constraining power of a vision of the world. The dialectic between 
freedom and constraint, [is] internal to the creative process.” As the visual artists sketch, 
paint, and sculpt their work and the theatre facilitators follow the performances of 
community, there is a constant back and forth between the “creative reproduction” of a 
story into art and the imagined art development narrative. 
Ricoeur recognizes this dialectic as the relationship between explaining and 
understanding. Ricoeur (2007: 126) explains, “by dialectic, I mean the consideration that, 
rather than constituting mutually exclusive poles, explanation and understanding would 
be considered as relative moments in the process of interpretation.” At work in creating 
an art narrative for development is both the explaining of an issue and the interpretation 
of the art to reach a deeper understanding about the issue. Nuwa and Joseph both spoke 
of how the creative process extended to other disciplines. It is this toggle between the real 
world and the world of possibilities. Kearney (1988: 371) explains that art is, “an open-
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access laboratory of imaginative exploration.” Dialogue about the art narrative takes 
place in this creative process and continues thereafter as community and developer refer 
to the art narrative to inform development action. This dynamic dialogue may be 
explained by narrative imagination and “play.” 
The artists and community can interpret art narratives because the story told and 
the future imagined is fixed into an art text. The text provides a distance allowing the 
community to talk about development issues. Ricoeur (1981: 112) explains that “the 
fictional or poetic text…places the reference of the text at a distance from the world 
articulated in everyday language.” During the creative process when the art developer 
and the community interact with artwork there is what Gadamer (2004) calls “play.” As 
the art text is interpreted and reinterpreted for meaning, there is a “to and fro” until the art 
narrative is complete. Justin explained that art is not the center of attention. Instead the 
development message remains suspended and conversation is centered on the 
development topic.  
Solicitude 
 
Interpreting requires a poetical imagination that extends to the other. Kearney 
(1988: 370) describes poetical imagination as, “what keeps desire alive as an 
interminable play of possibility.” Justin and Patrick explained that the development 
leader is part of the collective group, providing the community with options by 
introducing new things to try out or offering images that take the community outside of 
their reality to something other.  
Above, I explored the relationship of artists and community in terms of identity, 
but this relationship also requires imagination in the form of solicitude because the artists 
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fill what Ricoeur (1992: 188-190) calls a “lack of” which he explains as reciprocity. 
Many of the research partners expressed Ugandans have suffered from this lack of 
respect in development acts where they have been excluded from the process. The artist 
developers bring to the community their artistic skills and guide community to address 
development issues, but it is the community who decides the course of action. There is 
reciprocity between the artists and community because they share the same concern about 
a development issue.  The effort of visual artists to refigure a development message that 
resonates responds to the community that says “that’s not me in that illustration.” In this 
case, the community fills the “lack of” that the visual artist needs and embraces. Kearney 
(1988: 366-371) explains that poetical imagination is reigned in from infinite possibility 
to an ethical duty of respecting the other. I remember the faces of my research 
participants when they explained projects that failed and the excitement in their faces 
when projects were a success because of the contribution the community made to refining 
the artwork. 
The imagination is part of the interpretive process because consideration has been 
given to inclusiveness. In theatre for development there is interplay of the poetic and the 
ethical in the scenarios community imagines and performs. Kearney (1988: 369) explains 
what he calls ethical imagination stating that, “otherness is essential to the life of poiesis 
as it is that of ethos. In both cases it signals a call to abandon the priority of egological 
existence for the sake of alternative modes of experience hither to repressed or simply 
unimagined.” The exchange of roles in community allows each community group to 
imagine themselves in different community roles.  
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Summary 
In Chapter Six, I analyzed the data collected during the research process. I retold 
the stories of my research participants using critical hermeneutic theory to come to new 
understandings about how the creative process may coax community members to 
dialogue about development issues. The creative process is a dialectic that explores the 
concordance and discordance in a community by considering different scenarios and 
entertaining new roles that challenge the collective and cultural identity of a developing 
community. The creation of an art narrative is both a working through development 
issues and a point of departure for future development acts. In both cases dialogue 
revolves around development issues through verbal discussion and artistic expression 
using visual and performing art mediums.  
The discussions around the art narrative and about the completed artwork are not 
limited to one interpretation. Interpretation and reinterpretation fuels the creative process 
unfolding new possibilities and disclosing hidden truths that are only revealed through 
interacting with development art narratives. Interpreting art narratives for development 
leads to a practical wisdom that is acquired by living and experiencing life through art 
mediums. This experience is possible when there is a close reciprocal relationship 
between the artist or community developer and the community. In Chapter Seven, I 
present my findings and suggestions for future actions. 
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CHAPTER SEVEN: 
SUMMARY, FINDINGS, IMPLICATIONS, PROPOSED ACTIONS, 
RECOMMENDATIONS FOR FUTURE RESEARCH, PERSONAL 
REFLECTIONS 
 
Introduction 
 In Chapter Seven, I provide a Summary of my research, Findings and 
Implications from the data collected, Proposed Actions based on my findings, 
Recommendations for Future Research, Significance of this research study for other 
disciplines. I conclude with my Personal Reflections on the new understandings I reached 
during this research study.   
Summary 
In this research study I explore how the creative process of various art forms used 
in community development in Uganda may raise development issues to the level of 
discourse. I traveled to Uganda and interacted with the people to learn more about 
Ugandan culture using a cultural anthropological lens. This approach added depth to the 
available literature, which is sparse and incomplete. I used critical hermeneutic field 
research protocol Herda (1999) to conduct my research. Through research conversations, 
artists and leaders in community development in Uganda shared their insights with me. I 
came to new understandings about visual and performing art mediums and how these 
mediums may be used to create conversations about rebuilding communities that are 
undereducated, poor, traumatized by the tragedy of civil war, and affected by the 
HIV/AIDS virus.  
My study is about the creative process of making art narratives for community 
development using the research categories narrative, identity and imagination. The 
construction of art narrative includes the events of the past, present, and imagined future 
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of a developing community, which allows the development story to be told and retold 
differently (Ricoeur 1984; 1989). Storytelling in Uganda is a prized tradition that 
Ugandans used to relay their history and preserve their cultural heritage. The cultural 
heritage houses the morals and beliefs of Ugandans and in turn provides traditional 
knowledge that guides the social actions of Ugandans. Art has historically been used in 
Uganda for functional purposes and was an integral part of social relationships in 
Uganda. Theater is one medium Ugandans used to tell their stories and work through 
social problems. Today, in addition to theater, artists who work in community 
development are introducing modern art mediums such as painting, illustrations, and 
sculpture. 
Through narrative and storytelling Ricoeur (1989; 1991; 1992) believes that we 
may understand our individual and community identity. Identity is an issue for Ugandans, 
since the influence of Western culture has challenged Ugandans sense of cultural identity. 
Western cultural values are geared toward individualism, yet Ugandans are oriented to a 
communal way of being. They understand who they are in terms of their unique cultural 
identity and in relation to others in the community. Ugandans are prefiguring their 
cultural identity in order to better understand and refigure their contemporary identity in a 
global world. Traditional art mediums such as music, dance, and drama reveal the 
cultural identity of the numerous people groups in Uganda. The presence of a 
recognizable cultural identity in art narratives designed for development purposes draws 
Ugandans into the development story so they may imagine themselves as agents in 
development acts.  
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I chose to explore the creative process because an art object generates 
conversation about aesthetics and I wanted to gain a more profound understanding of 
how art may be used to encourage discussion about development issues. To talk about 
development problems is a precursor to refiguring the future of marginalized 
communities. Understanding art as part of a social experience does not come easily to 
Westerners because art is not an instinctual part of our culture. An appreciation of art is 
often limited to a commercial commodity or aesthetically pleasing objects. This limited 
interpretation of art has been problematic when one attempts to extend art into serving as 
a possible contribution to development practice, both in developing and post-industrial 
nations.  
Many artists sense a calling to use their artistic talents beyond the creation of 
aesthetic art, which may include rebuilding marginalized communities. As Westerners 
increasingly travel to Uganda to participate in art development projects, consideration of 
art as a socio-cultural experience may benefit future development practices. Westerners 
who work in development projects, might be respectful of Ugandan cultural practices and 
consult with local Ugandan artists on their art development projects. Additionally, 
Ugandans in developing communities might be included in configuring art narratives for 
development work. The eventual goal is for Ugandans to be agents in discourse and 
action as they imagine themselves in new development acts.  
Ugandans face problems when they interact with their own highly diverse cultural 
populations as well as when they face the dominant presence of Western cultural beliefs 
on the part of the foreign developers.  These struggles run parallel to the challenges of 
leaders who work with a diversified workforce; policy-makers who need to create a 
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narrative that encompasses all cultural groups; and educators who are increasingly 
incorporating art mediums into their course curriculums. The creative process may be 
used by leaders in development, organizations, and education as model for raising issues 
to the level of discourse.  
Findings, Implications, and Proposed Actions 
Below I present the findings from my research about the creative process used in 
various art mediums in community development in Uganda. I also look at how the 
creative process may raise development issues to the level of discourse. I outline the 
Findings, Implications, and Proposed Actions according to my research categories 
Narrative, Identity, and Imagination. Under Narrative the findings are the Creative 
Process is Participatory and Art Narratives Initiate Discourse. Under Identity the findings 
are Refiguring Otherness Propels the Creative Process and Relationships are Reciprocal 
in the Creative Process. Under Imagination the findings are the Creative Process is Non-
Linear and Critical Imagination is Essential.  
Narrative  
Ricoeur (1984; 1988) believes that the past holds promises for the future that have 
not yet been filled. Ricoeur posits that narrative is the medium where we may analyze 
different periods of our lives and where we may reconcile discordance and concordance 
in order to keep the story moving toward a desirable end. Through the telling and 
retelling of our stories we may acquire knowledge that informs future actions.  
Finding One: The Creative Process is Participatory 
 
The creative process of developing an art narrative intended for community 
development is a participatory event. Successful development narratives do not come 
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from outside the community and are not predetermined. They are developed with and for 
the community with the guidance of an artist. The stories drawn from various mediums 
help the artist and community members configure a development narrative that includes 
truths from the past, possibilities for the future, and informed actions in the present. 
During the creative process, conversations emerge between the artists and the community 
about development issues, allowing both the artist and the community members to work 
together about a shared concern. The active participation of the community in creating 
the development narrative is essential for the community to reach new understandings so 
they may appropriate the problems and consider possible development acts that may lead 
to improved lives.  
Finding Two: Art Narratives Initiate Discourse 
 
Art does not create change. It is the creative process of developing an art narrative 
that, in turn, initiates discourse about new development acts. The process of people 
recreating their story through an art medium allows community members to reflect 
profoundly upon development issues and to express complex feelings that are not easily 
communicated using only verbal communication. This process allows both reflection and 
expression which is essential for initiating discourse. Both traditional art mediums 
(performing arts) and modern art mediums (illustrations, paintings, sculptures) provide a 
social platform for community members to configure and refigure their stories into a 
narrative that considers past, present, and future. When the story is fixed into an art 
narrative it becomes a foundation for interpreting new possibilities.  
Art narratives that capture significant aspects of Ugandan culture are more likely 
to help community members acquire a practical wisdom that often extends beyond a 
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specific development act and may be applied to solving broader community issues. The 
focus of the creative process of making an art narrative using both modern and traditional 
art mediums is the creation of a story, not the skill of creating an artwork. The 
development of the art narrative takes place through the participation in and sharing of 
stories. Discourse surfaces through the retelling of stories in terms of development acts. 
Implications 
1. The creative process inherent in modern and traditional art forms inspires 
discourse between the community and art developers.  
2. The art mediums can contribute to the active participation of the community in 
development acts.  
3.  Successful art narratives that are not predetermined promote interactive discourse 
between the community and the leader of development projects.  
Proposed Actions 
1. Documentation and Community Discussion: 
The artists and community development leaders all expressed concern over a lack 
of documentation on the work that is being done. For example, Faisal is working 
on establishing a library and resource center for art, culture, and development. I 
suggest that the art narratives that have been created in community art 
development projects be preserved in Faisal’s resource center. The art narratives 
are a form of documentation and a reference for future development acts. 
2. Community Art Development Resource Center: 
Continue with documentation and create new resource centers for community 
development workers. Such venues could be meeting places for both non-art and 
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art developers to explore, discuss, and exchange ideas about development practice 
and the place of art and artists in this emerging field.  
Identity  
Ricoeur (1992) posits that we understand who we are in relation to others. Though 
we are all unique individuals and an aspect of our personal identity is irreducible, we 
change as individuals depending on our interactions with others and on the events that 
occur in our lives. Identity is then two-fold: the self who changes and the individual who 
acts depending on their role in a story. In the creative process of art making, identity is 
always challenged and in the process we come to new understandings about ourselves 
and about others. In Ricoeur’s theory of identity there is a struggle to recognize sameness 
in the presence of otherness; and in temporality there is a reference to different periods of 
time that come together despite a clear linear distinction between the past, present, and 
future.  
Finding One: Refiguring Otherness Propels the Creative Process 
 
The various representations of identity created in art narratives are what propel 
the creative process. During the creative process, personal, collective, and cultural 
identity are prefigured and refigured. It is the toggle between the irreducible identity and 
the “other” identity, that precedes an individual’s understanding of their own narrative 
identity, in other words, who they are in the art narrative. When identity is prefigured and 
the development artist misrepresents the community members’ narrative identity, there is 
a lack of authenticity, or otherness, between individual’s irreducible identity and what is 
found in the art narrative. Second, in an art narrative that includes all periods of time. 
There is an essential tension between who the individual is and the otherness that will 
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create a different identity as the individual is refiguring their place in the art narrative. 
Conversations between the community members and development artists and leaders 
revolve around the various representations of identity, and in turn, new understandings 
may be reached about future development acts. The tension between oneself and the other 
and the refiguring of one’s self, keep the creative process in motion. 
Finding Two: Relationships are Reciprocal in the Creative Process 
 
Successful art development projects that promote conversations among the 
development actors depend on reciprocal relationships. The creative process in 
community art development is not a sequestered act. Art narratives are done in concert, 
yet neither the development leader nor the community plays a dominant role, everyone 
has a different, yet complimentary role. Sometimes the community needs to guide the 
artist in the creation of an art narrative, so the community is authentically represented. 
sometimes the community art leader steps in to guide the community to create their own 
art narrative as they explore who they may become or how they may act differently as 
both the leader and the community members work toward future development acts.  
Implications 
1.  A greater understanding and tolerance of diverse cultures can be reached if the 
focus of change is placed on commonalities and cultural awareness is promoted 
through a strong presence of unique cultural identities.  
2.  Strong relationships are reciprocal and develop in the presence of otherness. When 
development actors understand their unique roles in development work there is a 
possibility to discover human potential capabilities and to nurture this potential. 
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3. The unique role of the community members and the leader is disclosed in 
development through the process of creating art narratives.  
Proposed Actions 
1. Workshops for Foreigners: 
Workshops for foreign artists and development leaders, and community members 
should be designed following the process of creating art narratives. This would 
provide opportunities for foreigners to understand better the significance of 
identity and time, and their place in cultures different from their own.  
2. Community Workshops: 
Workshops should continue to be developed to teach marginalized communities 
the visual art mediums, not only for earning an income but also to provide the 
opportunity for community members to continue to reach new understandings 
about themselves and perhaps discover their own potential for appropriating a 
new future. These workshops could be conducted jointly with artists and 
community development leaders and with the Uganda Cultural Centre, which 
wants to promote visual arts. These efforts are currently in progress by each 
individual organization and artist, but when done jointly the potential benefits 
may be stronger and sustainable. 
3. Workshop for Local Community Artists: 
Workshops can be created solely for community developers who use traditional 
and modern art mediums thus providing artists the opportunity to learn from each 
other the strengths and weaknesses of traditional and modern art mediums. When 
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artists work together, they may reach a shared understanding in terms of the 
creative process, rather than defending the art medium they are using.  
Imagination  
Ricoeur (1991; 1992; 2007) and Kearney (1988; 1998; 2002) believe that 
imagination is not limited only TO a poetic release of thoughts. It is a dialectic that 
allows individuals to live vicariously by interacting with the characters in a narrative. 
Imagination is important because there is a constant movement between various 
possibilities. Imagination is a coming into being through the act of interpretation. 
Finding One: The Creative Process is Non-Linear  
 
Art is not the answer; it is the creative process of composing a narrative that helps 
a community reach new understandings. We reach new understandings by vicariously 
living life experiences. There is a crucial “play” with the art narrative that occurs by both 
the community members and art developers. While art development projects follow a 
procedure, the movement of play sets the creative process apart from following a set of 
predetermined steps. Art-making in community development is the reinterpretation of an 
artwork in progress that results in an art narrative that brings the developing community 
to new understandings. The creative process is dynamic and gradually unfolds through 
discourse among all development actors. The creative process is not only future driven, it 
is also a critical check on new ideas that surface and this explains why it is a non-linear 
process. 
Finding Two: Critical Imagination is Essential 
 
There is a necessary tension that keeps the development topic in suspension, as 
community members oscillate between what they know and what is proposed. This is the 
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critical imagination in action during the interpretation of art narratives. In the 
constructing and reconstructing of a development message using art mediums, new 
understandings are reached through interpretation. These new understandings are the 
source of new conversations about development acts. Discussion surfaces about the 
myriad of possibilities disclosed through interaction with the art narrative. The discourse 
helps the community members to see life and people differently and in turn act 
differently. In the creative process we learn what is necessary and what is better left 
behind or reinterpreted into something new which furthers the development story. The 
critical imagination is not a linear mental exercise, nor is it a blind journey into the world 
of the unreal; it is a dialectical interpretation between the real and the possible. The 
critical imagination precedes and propels development discourse. 
Implications 
1.  The creative process could be a model for assessment in development because of 
the continual process of critique inherent in the artistic process of developing an 
art narrative.  
2.  Art narratives may caress the imagination to the extent that it promotes discourse. 
discourse about art narratives is a departure point for meaningful conversations 
about development issues.  
3.  The importance of imagination is seen when art is understood as a medium and not 
an object and this may potentially expand the limited horizons of a developing 
community.  
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Proposed Actions  
1. Workshop on Critical Imagination: 
 When art workshops are developed in Uganda greater attention given to the non-
linear process of art-making may help community members nurture their critical 
imagination so they learn not only a skill but a new way of thinking. This concept is 
practiced in some theatre for development projects conducted by Patrick and Baron, 
and could be given serious consideration for learning environments outside of 
development practice such as policy considerations.  
2. Assessment Protocol: 
 Art workshops may be developed for community members and developers 
specifically on the interpretation of art narratives in terms of narrative and identity so 
they may gain insight on how to assess development projects. This in turn, may help 
community developers understand why development acts are or are not sustainable. 
Summary 
 
My findings on the creative process used in modern and traditional art mediums 
in Uganda reveal that participation, otherness, and non-linear thinking are important for 
successful community art development projects. The creative process in art development 
includes the participation of the artists, leaders, and developing community members who 
are united around a shared concern. The shared concern is disclosed in the art narrative 
that has been created in concert with the community members. The creative process is not 
limited to art-making. It continues in the interpretation of the art narrative because the 
nature of the process is an unveiling of truth about life. Either the community members 
are seeking to understand a hidden part of themselves, or they are seeking a new 
 157
understanding of who they could be. Conversations may evolve when art development 
leaders and the community members rally around a development issue. Out of this may 
come new ways of thinking, which could be the basis for  meaningful action.  
During my research on the creative process I came to a new understanding about 
imagination. Often times, my research participants spoke of art as “trigger” for 
community members to begin thinking about themselves and the development story. This 
trigger is when imagination is coaxed out of a dormant state. However, imagination is not 
a boundless search; it is a non-linear way of thinking. Imagination is a dialectic that frees 
individuals in the creative process to entertain different possibilities of being and acting. 
The dialectic here is the back-and-forth of interpretations, and is most useful in the 
presence of reconciling cultural differences and in resolving the disparity of capabilities 
between art leaders and the community members they serve. The play between 
relationships and the interpretation and reinterpretation of art narratives is the dialectical 
imagination in action.  
Significance of the Research 
 This research may provide insight for International Community Developers, 
Leadership in Organizations, and Education. The implications and proposed actions I 
suggest for community art development in Uganda are also relevant for international 
community developers. The lessons learned from analyzing the creative process in 
community development suggest how international community developers, leaders in 
organizations, and educators may begin to think anew about themselves in relation to 
others. Above all, critical imagination is a serious consideration for policy makers, 
leaders of organizations and international developers, who work with diverse cultures. 
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They will need to use their critical imagination to find commonality in cultural diversity 
and agreement about a shared concern. The constant reinventing of an organization and a 
diverse community requires the use of imagination. 
International Community Developers 
 
International developers may come to a new understanding about participatory 
development by using as a modal the creative process in community art development. 
Ugandans have suffered from development efforts that are primarily future-driven, and 
informed by Western ideologies. International developers could follow the example of 
Ugandan development artists by thoroughly revisiting the temporal stories of a 
developing community. New ways of telling and retelling stories should be investigated 
so community members may fully articulate significant issues that may otherwise remain 
hidden.   
We learn from the processes of theatre for development that the socio-cultural 
architecture of a community is also an area of serious consideration, particularly in the 
area of social relationships. Art developers need to consider the local art forms before 
introducing modern art mediums into community development work. Moreover, the use 
of visual arts has a place in community art development, but only when these mediums 
capture essential elements of the local culture. 
 Developers need to better understand the irreducible identity of a developing 
community before introducing new development practices. When people understand what 
is unique to their own cultural identity, they are better able to entertain new ways of 
being and living in the future, without losing what is essential to their core being. The 
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core essence of identity serves as a reference to keep what is necessary and remains as a 
foundation when they refigure their identity in terms of future development efforts. 
The creative process of community art development is participatory not only 
when people act together, but also in teaching and learning from each other how to 
become agents of their own development efforts. Community developers participate by 
helping community members to reach their own understandings about their capacity to 
act differently. The more the community members participate in discovering those 
impediments to development, the more likely they will articulate their feelings about such 
efforts.  
Critique is embedded in the creative process. I would urge developers to consider 
and use this same process. In other words, assessment should be incorporated into 
development projects, rather than waiting until the end of a project to judge the efficacy 
of the development efforts. In this way, if throughout the course of a project various 
aspects or elements need to be altered, this can be done in a timely manner. Further, this 
assessment process should include the active participation of the developing community 
so when the developer leaves, they own the development practices and are active agents 
of the social changes. Then they will have seen and understood the importance of the 
critical imagination. 
Leadership in Organizations 
  
 Leadership can be re-imagined as a way of being with others that is both flexible 
and responsive to change. Organizations and the people in organizations are not stagnant 
like an art object; they are ever-changing and dynamic like the creative process. Leaders 
may reference the example of the creative process used by development artists when the 
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artists engage with the community members about development projects. First, leaders 
enter into the world of people in the organization and observe how and why people move 
within the organization. Second, leaders listen to the issues people are confronted with 
that inform their actions. Then, conversations revolve around addressing these issues. In 
this process leaders become informed about pressing issues and the people in the 
organization begin to appropriate their problems and come to new understandings about 
being and acting in the organization. In community art development, this process is 
designed so that community members are not limited to blindly following mandates, but, 
instead, learn how to become leaders within their own community.   
 Leadership in organizations requires a non-linear way of thinking or the ability to 
move back and forth between what is established and what is proposed for the future. 
Greater attention should be paid to keeping conflicting or opposing options in suspension 
and critique these options in relation to each other rather than thinking only of the future. 
Sometimes this requires using imagination to challenge what currently exists and other 
times it may mean using imagination as a critique of new proposals. Leaders who use a 
critical imagination might learn what to keep and what to refigure for the future. Leaders 
could use critical imagination for rethinking how people work through problems and how 
these problems may be expressed and brought to discourse. 
In organizations, leaders will need to configure a strong narrative that resonates 
with individuals so the leader and the individuals may gather around the narrative. 
Following the model of the creative process, a leader should bring together conflicting 
and opposing views into a story that moves the organization forward into an imagined 
future. This is a creative interpretive process, in which the development of the narrative 
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requires the presence of options from which to choose. In order to successfully realize 
these goals, the leader must use a critical imagination by keeping the options together in 
suspension and discussing them with other individuals, until there is a consensus of the 
best option for future action. It is the holding of tension that is crucial, because it allows 
the leader to recognize the dynamics or the relationship between conflicting options. 
The challenge for the leader is to understand when to intervene and when to stand 
back from groups, so that the group is able to realize their own capabilities and to feel 
they are active agents in a project. Leaders can re-imagine themselves not as someone 
who directs people, but as someone who is an active participant in an organization who 
guides others toward an imagined future.  Leaders should understand that their 
knowledge is not enough to move an organization forward. They can step in when their 
knowledge is needed and step away to allow individuals to realize their own potential.  
Education 
 
 The significance of this research for leaders is also applicable for educators in 
adult learning. Critical imagination is a crucial concept for the adult learner studying 
multiple cultures. For educators, I propose considering art as a medium of expression to 
see issues differently, not as a means to a final product. Greater attention should be given 
to the creative process of developing a strong narrative because it is during the process of 
creating the narrative that learning takes place. Understanding art as a creative process 
brings to the fore the role of imagination. Imagination does not have to be a sequestered 
thought process that lives within the confines of someone’s brain. I would encourage 
instructors to guide their students into utilizing a critical imagination that is explorative 
and not reproductive. Instructors may also give serious consideration to using art not only 
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as a project but embedded in the curriculum to inspire discourse in the classroom. When 
people share their interpretations and reinterpretations during the creative process, the 
conversations keep the topic at hand in motion and provide a platform for reaching new 
understandings about our being in the world with and for others. 
 The model of the creative process in community art development can be used by 
educators to help students move toward where they want to be. In other words, education 
is similar to development in that students are in this process of evolving into something 
new. Education is a medium for transforming how we think about our world and others in 
our world. Educators may work with students in the same way that development artists 
work with a developing community. For example, educators need to entertain different 
ways for students to explore their narrative identity in terms of their past and future so 
they may understand better what they need to do presently as they work toward their 
future aspirations. Through conversations with educators, students might work through 
what they learn so they take ownership of their journey into the future. This journey 
requires constant reflection and meaningful dialogue because students are always in the 
process of becoming.  
Suggestions for Future Research 
I recommend that future research about the creative process in art and community 
development be carried out in the following three areas using the critical interpretive 
research protocol:  
1. Participants of Community Art Development Projects:  
The voice of participants in community art development projects should be given a 
platform to better understand how to work toward sustainable development practice. 
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2. Art as a Cultural Medium in Other Countries: 
Each culture uniquely interprets art in its own socio-cultural medium. In order to 
establish a broader base for knowledge and understanding for the development artist, it 
would be important to carry out interpretive anthropological research similar to this in 
other countries. This research could be used as a precursor to start a community art 
development project.  
3. Traditional Art Practice and Innovative Art Practice: 
My research touches upon the differences between the art tradition of drama in Ugandan 
culture and the non-traditional visual art mediums. Future research could focus on 
similarities that may exist between these art mediums. The findings may potentially 
provide a deeper insight into the use of visual arts in community art development in 
Uganda.  
Personal Reflection 
 My inspiration for this research stems from a deep concern that art is undervalued 
as a medium that can be integrated into social contexts by leaders in development and in 
organizations. Alongside this concern is a feeling of inquietude over the enthusiasm of 
amateurs who embrace the idea of art development because art is fun and engaging. 
While I believe that art is a vital contribution to interpretive participatory development, I 
think it is important to remember that art practice in development is a challenging and 
serious endeavor that requires care and patience for the other, as well as an unrelenting 
thirst for deeper meaning. I now understand how easy it is to focus only on the linear 
process of completing a proposed art narrative, yet the creative process is more of a 
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disclosure of what has not yet been revealed. I would like to share what I have learned 
about the creative process with other artists working in community development.  
I would like to continue exploring the cultural art of other countries. I’m very 
committed to promoting the use of art in social contexts, and I have learned that a point 
of departure is to first understand art from a country’s socio-cultural lens. One reason I 
chose Uganda was the challenge of interacting with a culture and with people who are 
very different from myself. Today in America, there is a national conversation about 
developing a cultural policy for the first time. I would like to contribute to those efforts 
using my research findings on art as integral to a culture.  
Through my research of art in a socio-cultural context, I have come to a new 
understanding about narrative that is specific to art. Narrative is both a medium and a 
structure for art narratives. This new understanding has sparked a curiosity in me about 
the communicative power of art to not only express feelings but to convey these feelings 
to others. Discourse relies on art opens up several questions about the communicative 
power of art. I would like to explore this further using the critical hermeneutic theory of 
language.  
 In addition to continuing my research, I recognize the importance of spending 
more time working in the field with development artists. Development artists have a keen 
insight into the creative process. I would like to work closely with these artists to develop 
an assessment protocol for community art development. I believe that the creative 
process of interpretation and reinterpretation may provide a model to evaluate the 
efficacy of existing community art development projects. Alongside this project, I would 
like to pay closer attention to how art is discussed in conversations. There is a consensus 
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among artists and researchers in this field that we need to develop new verbiage that 
allows us to better articulate our sentiments about art. This common language should be 
one that also embraces the non-art sector.  
Finally, in both western societies and developing countries there has always been 
a rift between the art sector and non-art sector. I would like to work toward bridging this 
gap. The problems Ugandans face in promoting an appreciation for art to the non-art 
sector are similar to the problems we face here in America. I share the belief of my 
research participants that we need to expand our limited horizon of aesthetic appreciation 
and consider art as a medium of communicating and interacting with others. It is my 
belief, that when we consider art as a creative process of becoming, we may begin to 
understand art differently and to entertain the idea that we are all artists in our own right. 
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Appendix A: Letter of Invitation 
 
Date: 
 
Participant’s Name 
Participant’s Organization 
Participant’s Address 
 
Dear (Name of Participant), 
 
I am a doctoral student at the University of San Francisco in the Organization and 
Leadership Program. I am conducting my dissertation research on the use of various art 
forms as a medium for social change in the context of community and international 
development work in Uganda.  
 
My research is grounded in interpretive theory and has a participatory orientation. In 
place of formal interviews or surveys, I engage artists and professionals in development 
in conversations using guiding questions directed toward art and the creative process. 
Upon your approval, the conversations are taped and transcribed, You may request the 
tape recorder be turned off at any time during the conversation. I send you a copy of the 
transcript for your review. At this time, you may add, delete or change any of the 
transcribed text. Upon receipt of your approval, I will analyze the data. Please note that 
participation in this research, including all data, name and affiliations are not 
confidential. Before participating in the research you will be required to sign a consent 
form.  
 
I am particularly interested in gaining insight about the creative process and the potential 
of various art forms as a medium of communication. Some key concepts are personal and 
cultural identity, art as a form of storytelling, the communicative power of art and the 
capacity to act.  Below are some questions I use to guide the conversations: 
 
1. Can and how does a particular art form relay the narrative of a culture and the social 
problems people face? 
2. How can art engage the spectator to the extent that the problems are raised to the level 
of discourse? 
3. Can and how does art change the way you see your self and others? 
4. How do cultural traditions influence the choice of the art form? 
5. Is there a place for modern art forms such as media and digital technology in 
international development projects? If so, how could these forms be used? 
 
Though I am not an acclaimed artist, I have a background in the arts and am drawn to this 
topic because I believe in the transcendental nature of art and the creative process of 
artists that encourages one to think differently about our world and others who share our 
world. 
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If you are willing to participate in this research, please let me know. I can be reached via 
email at scriveria@comcast.net or by phone at (415) 771-9512. 
 
Thank you for considering this request. 
 
Sincerely, 
 
 
Maria Palmo 
Research Doctoral Student 
University of San Francisco 
School of Education 
Organization & Leadership Program 
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Appendix B: Research Consent Form 
Informed Consent Form 
University of San Francisco 
Consent to be a Research Participant 
 
Purpose and Background 
 
Ms. Maria Palmo is conducting her doctorate research on the use of various art forms as a 
medium for social change in the context of international and community development 
work in Uganda. She would like to meet with you to discuss your work experiences with 
art practices and how they may contribute to development efforts in Uganda. 
  
Procedures 
 
I agree to be a participant in this study. I am aware voluntary conversations between 
myself and this researcher will occur. It is anticipated the conversations will be English. 
These conversations will reflect my insights and opinions about art practices as a medium 
for social change in the context of international and community development efforts in 
Uganda. I agree that Ms. Maria Palmo may record our conversations on audio and/or 
videotape, and it will be transcribed into a written text. I will receive a copy of the 
transcript to review, edit, and approve before the data analysis. I understand that I may 
withdraw from the study at any time, that I may discontinue the conversation at any 
point, and request any changes or deletions. My participation is voluntary, and any data I 
contribute to this study will not be confidential. I agree that all data collected during the 
research process and my name may be used in the dissertation and subsequent 
publications. 
 
Risks and/or Discomforts 
 
I am free to decline to answer any questions, to request the tape recorder be turned off at 
any point, or withdraw my participation at any time. I understand that I may request to 
remove my entire transcript from this research study. I also understand that I may be 
identified and quoted in the dissertation and subsequent publications. While the 
conversations and transcripts in this research are collaborative, the writing that comes 
from them is the researcher’s product, and may include some editing by the participant. I 
am therefore consenting to forgo anonymity under these conditions. I acknowledge that I 
have been given complete and clear information about this research, and it is my option 
to make the decision at the onset about whether to or not to participate, and can withdraw 
at any time without any adverse consequences. 
 
Benefits 
 
There will be no direct benefit to me from participating in this study. The anticipated 
benefit of this study is a better understanding of how the use of various art practices may 
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benefit the individual and society in international and community development efforts in 
Uganda.  
 
Costs/Financial Considerations 
 
There will be no financial costs to me as a result of taking part in this study. 
 
Alternatives 
 
I am free to choose not to participate in this study. 
 
Payment/Reimbursements 
 
There will be no payment or reimbursement for participation. 
 
Questions 
 
If I have further questions about the study, I may contact Ms. Maria Palmo by email at 
scriveria@comcast.net, by mail at 2251 Francisco Street, San Francisco, CA, 94123 or by 
phone at 001-415-771-9512. I may also contact  Dr. Ellen A. Herda at the University of 
San Francisco, at the following telephone number 001-415-422-2075 or by email at 
herdatemp@yahoo.com. 
 
If I have any questions or comments about participating in this study, I will first talk with 
the researcher. If for some reason I do not wish to do this, I may contact the IRBPHS 
which is concerned with protection of volunteers in research projects. I may reach the 
IRBPHS office by calling 001-415-422-6091 and leaving a voicemail message, by 
emailing IRBPHS@usfca.edu, or by writing to the IRBPHS, Department of Psychology, 
University of San Francisco, 2130 Fulton Street, San Francisco, CA 94117-1080.  
 
Consent 
 
I have been given a copy of this consent form to keep. I understand that my participation 
in this dissertation research conducted by Ms. Maria Palmo is voluntary. My signature 
below indicates that I agree with the above procedures and conditions. 
 
My signature below indicates that I agree to participate in this study. 
 
 
Subject’s Signature      Date of Signature 
 
 
Signature of Person Obtaining Consent   Date of Signature 
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Appendix C: Excerpt From Research Journal 
 
June 7, 2009 
The Art Market Behind National Theatre 
Kampala, Uganda  
 
Today I went to an open-air market with a woman I met, Grace. I had expected to see 
many stalls all crammed together, but it was not at all like that. The market was nestled 
behind a huge building. The market stalls were neatly arranged in a circle on grass with 
the center open. All of the stalls were numbered and the items for sale were neatly 
displayed in an orderly manner.  
 
At first glance the items I saw appeared quite common, until Grace began to tell me 
stories about the various objects. For example, there were wooden objects that looked 
suitable as a relish tray or perhaps containers for nuts. I picked them up to see if there 
was anything unique about the items. Grace looked at me, and began to recount how 
these particular wooden containers were actually replicas of plates they used to eat from 
when she was a child. The large sculptures also seemed like something of whim an artist 
may have made. There was one sculpture I couldn’t make sense of until Grace explained 
it to me. Evidently, at one time celebrated people in the village were carried on a seat set 
on a mat that had wooden beams on either side. The people in the village would gather 
the beams at the ends and carry the celebrity to his desired destination. I realized that as a 
tourist, I would not have understood many of things I saw.  
 
There were masks everywhere and having read about the use of masks in ritual 
ceremonies, I didn’t ask about the stories, but I watched as Grace browsed and I could see 
that they held meaning for her. For me, the masks were certainly African, but not 
something I would display in my home. In large baskets there were straw balls on a 
string. I thought to myself, why would anyone want to purchase these until I learned that 
the children used these balls to play.  
 
As I strolled to the different stalls, I found some items that were on display, not for sale. 
Of particular interest were the clothes hanging at the entrance of the stalls. At one stall I 
saw straw skirts that were used for traditional dancing. At a different stall, there was a 
short dress made out of some sort of hide. The women attending the stall offered an 
explanation of the dress. She told me it was about seventy-five years old and was made 
out of bark cloth. At one time the dress was used in ceremony. She called me inside the 
stall and opened a book that showed a woman dancing in the exact same dress. She said 
you will notice that the woman’s breast are exposed, this dance has changed now so 
African women are not exploited. She offered no other comment. I looked at her face and 
as she gazed at the photograph, she seemed to be a little sad. I realized that displaying 
this costume dress was a show of their culture. Here I was in what was clearly a market 
designed to gratify the tourist looking for an African souvenir, there were art pieces that 
held a lot of meaning for these people and they were very proud to show them. Other 
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stalls displayed shirts and tablecloths printed with the face of Obama. What a stark 
contrast. 
 
As Grace and I browsed, we came across more abstract art including shapes of miniature 
sculptures. Grace was perplexed at what these works meant. Though they were less 
obvious to the African eye, I could see clearly what the art was saying. Graced asked me 
what the sculptures were, and I explained what I saw. Some of the sculptures showed a 
figure embracing children. Another sculpture appeared to me to be someone pondering a 
thought. The figure was clearly sitting, both feet on the ground, and the head was bent 
over, resting on the palm of a hand, both elbows on top of the knees. Grace looked at me 
and said, “You see these things because you are interested in art.”  
 
In one stall, I was drawn inside because of the cards on display. Each card depicted a 
scene in the life of a Ugandan. There were people dancing, people around the fire, on 
some people were strumming drums. Grace called me over and pointed to a painting. The 
painting was abstract and Grace couldn’t figure out what the image was. Grace looked in 
disdain commenting on how some art just didn’t make any sense. The woman working in 
the stall explained that the image was of three women with baskets on top of their heads – 
a common occurrence scene daily even in Kampala. The woman in the shop seemed a 
little disappointed that this familiar story was not recognized by Grace.  
 
At that moment, I realized the importance of how a narrative is presented in artwork. For 
me, a tourist, the more obscure artwork seemed to present a very clear narrative. For 
other items, Grace was able to explain to me exactly the history and use of the art object. 
I also remembered my conversation with the Jacqueline, manager of the Nommo Gallery. 
Jacque told me that my thoughts were already oriented to art so I could understand how 
things flow together. I don’t know if it’s a state of mind. I tend to think that people 
sometimes need to take the indirect route to understanding art and they must believe it is 
worth the extra time to delve a little deeper into what the meaning may be. Perhaps, we 
all have our own definition of what art is. Still, the idea of narrative and identity 
expressed in art was revealing in this experience of interpreting art from different 
histories and art exposure. 
 
Sometimes as were in the different stalls, Grace would offer that I was conducting 
research on art. Some of the people were interested, but mostly they were unimpressed. 
Right away, people would present art works to me, asking “Is this what you are looking 
for?” My frustration began to surface again, but I did learn to explain my research topic 
was the creative process, not the art object. This is something I need to keep in mind for 
the research conversations. 
 
It was so wonderful to be around people and art and watch people interact with art. This 
is what I was missing. Even in my visits to other countries, the markets have always been 
a window to the culture. I remember Jacque had said that the Ugandan artists like to 
create work that shows scenes of daily life. Still a little short on Ugandan shillings, I 
knew I could afford the cards with the daily scenes of Ugandans. I entered a stall with 
beautiful work done in black ink on white cards. They were so simple yet telling of 
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narrative. I decided to purchase a selection. As I paid for the cards, Grace explained that I 
was doing art research. The man at the desk asked me where I was from and I told him 
San Francisco. He responded “the Bay Area.” He added that he had lived in the Bay Area 
for a short time. I clarified that my research was on the creative process. He began to 
show me the images he was working on and how his process is to first take pictures of 
what he saw, and then he reproduces the images. I told him his cards would be part of my 
research and asked him if he would like to have a conversation with me one day. He 
offered me his card and nodded yes in acceptance – success – a potential conversation 
partner. 
 
I can’t wait to go out again to the markets to see what else I can uncover about Uganda. I 
am anxious to see what lies outside of Kampala; to learn more about these scenes 
depicted in the cards I had just bought. Today, I felt very close to the culture and it’s a 
good feeling. 
 
 
June 17, 2009 
Kampala, Uganda 
 
It’s strange to be back in Kampala, but I return bringing a new orientation to the research 
and this is also exciting. 
 
Last night I went to the National Theatre to hear some music. A woman at the markets 
gave me a flyer about the performance, and on a return visit to Joseph’s office, I was 
given a list of events scheduled for the month of June. It was kind of strange to hear 
traditional music mixed with jazz, especially with the saxophonist wearing sunglasses 
and a foreigner playing the horns. I had hoped for a more traditional representation of 
music in Uganda. There was a mixture of Ugandans and Westerners in the audience. It 
was interesting, the end of the performance culminated in participation from the 
audience. The musicians invited the audience to come to the stage. The Westerners 
remained seated, but the Africans walked up already dancing and they immediately came 
together dancing to the rhythms of the music, as if it had been rehearsed, but I feel certain 
it wasn’t. The movements were very organic, spontaneous; there was a natural unity 
among the dancers that was evident. I felt like this was a cultural experience that only 
locals could truly appreciate. Another thing that is quite different about the performances 
I have attended, is the dancers seem to move freely on and off stage. There are no formal 
entrances; it is more of a participatory feel. Some dancers were more passionate than 
others.  
 
I noticed that many flyers hanging on the walls of the entrance to the theatre publicize 
events for Latin music and American film. There is clearly an effort being made to 
present other cultures to Ugandans, or perhaps this is just appealing to foreigners in the 
city. It’s difficult to tell. 
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Appendix D: Pilot Conversation Transcript 
Research Conversation Partner 
Jamie Lloyd, The Ghana Youth Project 
Berkeley, CA 
October 23, 2008 
  
MP: First I want to hear a little bit about the project and why you decided to take it up. 
You started in 2004? Is that right? 
  
JL: For the Ghana Project? In 2005. So I worked at the Daily Graphic Newspaper in 
Accra in 2004, I was an intern and I went to Africa because I’d been to Kenya when I 
was 18. For me Africa was this mysterious place and I went to Kenya really, really kind 
of afraid because so many people had told me so many bad things and I got there and it 
was quite opposite, very peaceful, beautiful safe, you know. 
  
MP: What was your first impression, like as we had spoken I think of them as very 
spiritual and kind of together and close to themselves  
  
JL: Well, I had a different experience because I was with a university course, so we were 
like 30 American students and were kind of isolated like on a ranch. We did interact with 
community because we were doing research projects about like elephants and how they 
caused deforestation and other kinds of things and animals, distributions, plants blah, 
blah, blah boring stuff.  Well yeah the first time I ever saw a Messai woman all decked 
out with her jewelry I definitely thought like wow she looks so interesting definitely I 
was taken back by it. Yah, but my definite overall reaction was Africa is not what I’d 
been told it is on the news. And of course I went to only one small part of it but. 
  
MP: Like what? 
  
JL: Like in the news, the only time Africa is ever in the news it’s about war, AIDS, 
famine. 
  
MP: That’s right, it’s very true. 
  
JL: An election gone bad. They never tell you the good stuff. And it’s a continent its a 
major continent and there’s millions of people and it’s not all bad, there are bad spots for 
sure but it’s not all bad. So I knew I wanted to go back to Africa and that’s why I went to 
Ghana cause I found this program that offered people internships in newspapers. It’s like 
a non-profit. And when I was there I made a lot of friends and one of my friends was 
from the neighborhood I ended up working in which is the Muslim neighborhood in a 
totally Christian dominated country and it was not soon after not too far after September 
11, when Muslims were getting a bad rap in America. 
  
MP: Bad rap 
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JL: Oh yah, in Ghana the Christians definitely blame all their problems on the Muslims. 
So they’re definitely scapegoats, they’re treated badly, so not only is it a Muslim 
community but it’s also one of the big slums. So they kinda got two things going against 
them. And I had no intentions at the time for doing a photo project with kids and I came 
back to here and found SF Camerwork and their program with kids and so I started 
volunteering with them and then that woman came out with the movie, “Born into 
Brothels,” and so I said this is pretty much what we’re doing in San Francisco and I know 
all the right people in Ghana. I could absolutely do this in Ghana so that’s how I started 
it.  
  
MP: Wow. 
 
JL: Yah. 
 
MP: That’s very interesting. 
 
JL: All on my own. 
  
MP: It sounds like you’ve been to a few different areas in Africa. I know in the past there 
was a time when actually Muslims and Christians could live together quite nicely but it 
has changed. You mentioned that it was something political. In other parts of Africa did 
you see the same thing? 
  
JL: That’s hard to say cause in Kenya I think it’s more of a Muslim dominate if it’s not 
equally Christian Muslim than maybe it’s more Muslim and I wasn’t working with that 
community at the time. See, in Ghana, I knew all this cause I worked at the newspaper 
and these were all my friends. And they would just in casual office conversation say 
things and this was how it all started coming out. Like a lot of people kept asking me if I 
liked Bush. Which was a touchy subject. At first I was like. “Oh no, I hate him. And they 
were like - We think he’s great. He’s getting those Muslims.  
  
MP: Oh my God 
  
JL: Yah, I mean one person even said all Muslim people are bad, Jamie. They all want to 
kill Christians. I’m like I have Muslim friends that don’t want to kill anyone. So I can’t 
really say for other countries because the only reason why I know this in Ghana is 
because I worked in a regular office and I just overheard daily conversation. 
  
MP: I am interested though, I mean so our history and our culture just like what you were 
just talking about provide a lot of insight into our own identity. 
  
JL: Yah. 
  
MP: I was wondering, how do you think photography could potentially reveal it? What 
has been your experience with the children in Africa? 
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JL:  Yah, it’s definitely been an interesting way for me to have a little peek into their life. 
Obviously, I’m around them and I see what’s going on, but then I leave and they keep 
taking pictures and I get to see what’s going on when I’m not there And it is interesting to 
see what they choose to take pictures of, what’s important to them. All of these kids when 
I started some of them were as young as 6 and so now they’re probably eight to eighteen, 
maybe eight to sixteen and religion hasn’t really come up in any of their pictures. 
  
MP: So they don’t necessarily bring any aspect of history and culture into their imagery? 
  
JL: If they do, I don’t think it’s really conscious. This is definitely something I want 
them to start doing consciously, but I’ve never outright said anything because I don’t 
want to be guiding them too much. I want them to do it.  I don’t want it to be coming 
from me. I want it to be coming from them. There’s definitely, there are times when they 
do take pictures at their Arabic school on Saturdays. Some of them go to Arabic school 
and there’s pictures of the girls with headscarves. But that’s like about it when it comes 
to religion or they’ll take pictures of their home, Jesus will be on the wall because some 
of them are Christian. And there’s definitely pictures… There’s this one little boy has a 
great self-portrait of him holding a mask, an African mask in front of his face. 
  
MP: Oh. 
  
JL: And there’s pictures where people are playing drums sort of the stereotypical things 
you would think about. 
  
MP: But do you think that, I know when I take pictures and I’m going to choose an 
image I want somebody to know this certain thing but I don’t know with kids if it was 
something more spontaneous or they’re deliberately thinking oh you know I want to take 
that. 
  
JL: I would like to think that they think that but at this point, they’re still too young and I 
don’t want to push it too much. I would much rather that class comes from a Ghanaian 
person than from me. 
  
MP: Oh really, why? 
 
JL: I feel like maybe a Ghanaian person could lead them more in a better direction and 
then if any. You know people have criticized me a little bit because I am American, 
because I’m white and if there were any criticism that way -  I didn’t have a hand in it. It 
wasn’t me leading them. You know? But I think age has a lot to do with it. 
  
MP: Really? Do you have friends that are older? 
  
JL: Well like with our students in San Francisco we can push these themes more because 
they’re older and also because it’s something we talk more about because they’re so 
many different types of people in the Bay Area cause in Ghana they’re all Ghanaian. 
Culture and identity is not something they talk about as much because they’re all kind of 
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the same. And in Ghana, there’s definitely different tribes and everyone knows what tribe 
they’re from, but I couldn’t speak on how different they are, how similar they are, I don’t 
know that much. 
  
MP: I was just curious to know how they choose their pictures. Maybe you could tell me 
a little bit more how you present the projects too. 
  
JL: Okay, yah, I give them assignments but I give them really general stuff. The self-
portrait was a really popular one. Like the boy with the mask in front of his face, and 
that’s what I was trying to tell them. Take pictures that represent you without taking 
pictures of you. And that’s when the boy put the mask in front of his face. A lot of them 
take pictures of their shoes or their toys because they’re still quite young. 
  
MP: But is that something specific to their culture or do you think it’s also dear to them?  
  
JL: You know the mask is something specific to their culture. The toys no. And like 
sometimes they take pictures of their family, or sports, or games. What else? The best one 
was when I told them no people. Cause they’re very heavy on taking pictures of people 
and of their family. 
  
MP: So obviously the family is important or are they just accessible? 
  
JL: No, I think they’re important. I have noticed very tight knit families. Very tight knit 
community. You know I’ve noticed little four year olds walking down the street to get 
something at the store for their mom. Right near busy streets and traffic, but no one 
thinks twice about it and the kid’s totally fine. And one thing is everyone knows who that 
kid is and everyone’s watching out for that kid as they walk by. So it’s really something I 
think is amazing. Something we don’t have. Like my friend, one of my first friends to 
have a child is almost going crazy sometimes because she’s all alone taking care of the 
baby and she’s like I can’t even take a shower. Wow, in Ghana there’s like ten women 
around and you just hand someone your baby and you can take a shower. It really does 
take a village to raise a child. I wholeheartedly believe that. After noticing these things. 
  
MP: That’s nice though. Coming in as a stranger it must have been a little more 
welcoming than not.  
  
JL: Absolutely and I think what was really important is that the first year I was there I 
didn’t do any photos. I didn’t try to get anything from them. I was just there as a friend. 
So when I came back they knew me and they were comfortable.  
  
MP: Don’t the pictures come out better that way though? 
  
JL: Absolutely. Yah, I told people if I meet you once and I take your picture and I never 
see you again it’s not the same as if I sit and talk everyday and then maybe after like two 
months I could take a picture. 
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MP: That was always the hardest assignment for me. They’d say okay now you have to 
get to know the person you just can’t take the picture. I’m usually pretty timid but it’s just 
a huge, huge difference.  
  
Do you think with the children, the better they know the camera, the better the pictures 
are? 
  
JK: Yah, cause in the beginning it was pretty bad. And I had to go over things I just 
wasn’t even considering. Like don’t open the back when the film’s in the camera. And 
don’t put your finger in front of the lens. And actually put the camera up to your eye and 
look through the hole. They were holding their cameras out here. 
  
MP: I’m always curious to know. It’s a modern medium. How did they embrace that? 
  
JL: They treat their cameras so well. They love their cameras. And the first day, one of 
the kids said, “Should I wash my camera?” And I said, “No!” And then I had to go back 
and find everyone and tell them not to get their camera wet. And then the very next time I 
came, it was raining and they all brought their cameras in plastic bags and being very 
careful. It’s been a few years now. And there’s definitely been some broken cameras but 
they definitely feel very special that they were picked to be in the class and they had a 
camera. Every kid in the neighborhood, “Picture lady, picture lady give me a camera.” “I 
don’t have anymore. I don’t have anymore. I’m sorry.” And a few have come up to me 
and said they have cameras and they do but they usually break after they’ve been in class 
like a few weeks and they’re usually not very good quality. 
  
MP: So there’s a real desire to use this as a medium? 
  
JL: Oh, yah. 
  
MP: I’ve always considered that art can be as powerful as text as regular text. I’ve 
always seen art as an alternative to text. I’m curious to know how you feel that links up 
with your work and your work with the kids. What you’ve noticed about that and if you 
think it’s true or not. What narrative means to you. 
  
JL: Yah, I think it is true and with the kids in San Francisco we’re matched up one to one 
so it’s like big brother, big sister. Mentoring and photography and we have a trainer that 
comes and talks to all the adults and she always says our program is unique and we sort 
of get more insight because we get to learn about them through photography. It’s not just 
let’s go, hang out and talk. Sometimes they don’t want to talk you. You know its also 
they get to talk without talking. Exactly like what you were saying. It is text and it brings 
up issues. “Oh, what’s this a picture of?” And it leads into things. It opens them up. And 
then I hope that with my Ghana kids that their photos are educating Americans about 
Africa like this is really what it’s like. You know you see stuff on the news but this is 
really like wow we are. We’re happy and we’re smiling and we’re healthy and we’re not 
starving you know. We’re surviving. It’s not hopeless and destitute. 
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MP: Do you think they would try to compensate and try to show that side more than the 
times that they’re sad or in difficulty? 
  
JL: No…well maybe. I’m trying to think. I don’t think I’ve really seen any sad pictures 
and I don’t think they would shy away from it. 
  
MP: The whole idea about narrative. What do you think is the strength behind 
photography and really capturing the story?  
  
JL: Well if you can capture a mood or a feeling and it’s strong enough that it can be 
translated by the viewer. Its almost like they don’t need to read something about it. They 
kind of get the essence of the feeling from the picture. Which is hard to do. 
  
MP: It is, but it’s powerful. 
  
JL: It is powerful when it does happen. And I try to get my Ghana kids to do some 
writing and they did not like it.  
  
MP: Is it a language thing or do you think… 
  
JL: No, I think they just like having fun photography time. One day they showed up for 
class and all we did was write and I don’t think they liked it very much. So I haven’t been 
successful in getting them to write anything about their photos but that’s okay. 
  
MP: I think too it’s really the age that we’re in and I think definitely the image is going 
to be the common language so people can connect with different cultures. Do you think 
that could be relevant in Africa where there are different languages and people? 
  
JL: Yah, and maybe even more so, cause like you say there are a lot of languages. In 
Ghana alone there’s like 30 languages. So that would be a really easy way for people to 
like connect and communicate and share ideas. 
  
MP: Do you think that outside the context of your classroom that they would be willing 
to do this or do they already, willingly, do this as a way of communicating? 
  
JL: No, cause its not taught. Over there, art is a formula a process. 
  
MP: Can you talk to me about that? 
  
JL: Well I’ve never been in the school but I know somebody who’s in the Peace Corps 
who’s working as an art teacher and she keeps talking about how when she was being 
trained they said there were certain things you have to do but if you want her email, I can 
put you in touch with her. She just found it very strange and awkward. There’s definitely 
like you have to do this first and than this and two plus two equals four and that’s exactly 
how art is also. So it’s not taught. So I don’t think they would. And, hopefully, maybe 
they would more because of the time they spent with me and I teach it that way or I 
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encourage. A lot of times I give them film and say just do what you want and then I tell 
them what I think is good and how they could’ve improved. 
  
MP: Are they receptive? 
  
JL: Yah. I notice them listening to me which is always very exciting, changing little 
things, it’s great. 
  
MP: I think the way an artist communicates is much different. I think they’re much more 
open and encourage people to be much more open. Do you find that to be true in your 
experience? 
  
JL: Yah, cause again like I was saying, if I say too much, than it’s almost like, why am I 
even teaching them? Why don’t I just do it? You know, it’s too much of me and not 
enough of them and I want it to come from them. I want them to come up with a brilliant 
creative idea. I don’t want to hand it to them. 
  
MP: Do you find that they rush out and they know what they want to shoot or are they 
thinking about it more before they shoot it? 
  
JL:  Some of them think about it more and some of them just snap away really excited. 
Sometimes I haven’t even left the neighborhood and they give me the film back already. 
And then I’m like, “What did you do? Did you just stay in one place and take twenty 
pictures of the same thing? Take your time, no rush.” So yah, and they are different 
people. They react and respond to different things. Some of them are really thoughtful. 
  
MP: You talked about process and I zeroed in on that right away cause I don’t think that 
people understand that an artist does go through a process. I mean there really is 
discovery, exploration and critique and putting it together. Can you tell me about how 
you see the process as an artist and how you see it in the children? 
  
JL: In the children, it’s funny cause I’ve seen them go from knowing nothing to being 
pretty good. So it’s been interesting to see them start by cutting people off in the picture, 
and really not having very good subject matter and I guess like I was just saying just 
listening to me and seeing them develop as a photographer. Like one girl she doesn’t ever 
really leave her house and I was told by friend and I don’t know how true this is but her 
parents wont let her leave so she has to always take pictures inside. And I feel like she 
was kind of the first one to really develop a style because she was forced to because she 
didn’t have much subject matter. So I guess she would sort of be the first one to sort of go 
through that process and I definitely noticed it. Like the thing is kids will just take 
pictures in their house and they’re just okay. She started out with just okay pictures and 
because she kept doing it got more refined and more refined. 
  
MP: I could see that. Like having to work more with lighting and angles. You can only 
get so sophisticated with photography without having practiced it. 
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JL: Yah, and they just have point and shoots, they don’t have really fancy equipment to 
work with, but what they come out with is pretty good.  
 
MP: I’m anxious to see the pictures.  
 
JL: Well have you seen the website? 
  
MP: I’ve seen the website. 
  
MP: Often times, photos trigger memory and that can mean a lot of things for identity 
and it can mean maybe you’re trying to cope with certain moments and I’m wondering if 
you’ve noticed in this photography project that people express their emotions in the past 
using pictures? 
  
JL: I think that Americans, yah. The Ghana kids, I’m not so sure. That’s a good question. 
I feel like I don’t want to say that they’re struggling or that they’re poor but they’ve 
definitely had more struggles than I have or probably any of our San Francisco kids and I 
feel like they just sort of automatically go on and move forward and go to the next day. 
Maybe it’s a cultural thing. Maybe memories aren’t that important to them. It’s 
something I’ve never really seen or even thought about. I would really have to ask a 
Ghanaian person. But it’s not something I’ve noticed with them and also they don’t have 
the baby album with all their photos in it you know? 
  
MP: Do you think that they would collect one now that they know photos? 
  
JL: Yah. I think it’s funny that when they’re like 40 they’re going to have all these funny 
pictures from this one time in their life. I’ve thought about that. So you know, when 
they’re forty maybe they’ll go back and have those memories. Photos help so much with 
memory, you know?  
  
MP: I think so.  
  
JL: And they really don’t have that. 
   
MP: There’s not only the process but there’s also looking at the photos. 
  
JL: It’s always a funny day when I come with photos cause they just get passed around 
to everyone. If somebody notices someone they recognize. They call them over come 
look you’re in the picture. It’s a funny day with like chaos with everyone pulling pictures 
out of my hands to take a look. 
  
MP: So there is some reflection.  
 
JL: I guess on a smaller scale. 
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MP: And probably it depends on the topic that you’re looking at. For the self-portrait 
one, did you do exchanges of photographs?   
 
JL: Well, basically just anytime I show up they rip the pictures out of my hands. So yah, 
everyone’s always looking and I do also try and get the kids to pick out their favorite 
picture and talk about it and share it with the class. 
  
MP: And what’s that like? 
  
JL: You know they’re not that talkative. It’s kind of like pulling teeth and they all kind of 
say the same thing. “I like it because it’s beautiful.” “Tell me more! Tell me more!” It 
really is a much different process working over there than here. You know here the kids 
may be shy and you have to pull teeth but they will start to talk about it. But over there I 
mean you really have to dig into them.   
  
MP: Well do you think, do they communicate differently? Do they have other forms of 
communication? 
  
JL: Yah, or maybe just like what’s normal to talk about is different. And this is where 
I’m a little bit at a disadvantage because I’m not Ghanaian and even though I’ve been 
there a lot, I’ll never, 100 percent, understand the culture. And I’m not a trained teacher 
either. 
  
MP: For me I think it’s better. When I explain to people what I’m do they’re like it’s art 
therapy. No it’s not art therapy there’s a little bit of activism in it. It can be therapeutic 
but it’s not the goal. I think the goal is really like you know like when you look at work 
you try to get a better understanding of what’s there and I know that’s my curiosity I 
don’t know if it’s yours or the kids or maybe they’re just glad. Are they more apt to 
communicate with their music or with their rituals? 
  
JL: Dancing even. One girl, she didn’t go to school at the right age, she was held back, 
they just didn’t send her so she’s behind and she’s slower and kids make fun of her. She’s 
an amazing dancer and whenever the music is on, everyone’s encouraging her to get up 
and dance. She definitely, she has pride in that and she can probably express herself in 
that way cause when she talks people laugh at her. She’s really interesting to watch and 
hard to watch and I really want to somehow get her involved in a dance group or 
something cause I feel like that could really be a path for her in life. And a lot of people 
ask about this program or the San Francisco program – “Are you trying to make them 
become photographers as a job in life?” and the answer is, no. If they want to, we can 
help them pursue it and especially in Ghana, cause I worked at the newspaper but Eric 
had a great response. He said it’s not about making them a great photographer it’s about 
making them a great person. 
  
MP: That’s very true. What are your thoughts? 
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JL: For me, that means like having a community. Like I was talking about how after 
school I always went to dance class and I had this community of dancers and I really feel 
that was a big part of my life and really important and sort of kept me away from certain 
circles and in other circles. I think that’s really important. Having this community of 
people who are all sharing the same interests and people will encourage you to continue. 
And in San Francisco, it’s about having that one to one relationship. It’s not your parents. 
It’s not your teacher. 
  
MP: I’m curious to know if the photos in some way make a connection. That they 
communicate something or act as a conduit for the communication. It’s interesting that 
they want to grab the photos but they’re not hugely talkative. 
  
JL: Well maybe also because it’s English. They’ll speak English and Ghana’s an 
English-speaking country but everyone, everyone in the country definitely prefers to 
speak their native language. And they will speak to me in English but definitely when I 
hear them talking to other people in whatever they definitely are talking a lot more. 
That’s another disadvantage that I’m not Ghanaian, I don’t 100 percent understand the 
culture and I don’t speak the language. Well I kind of have the goal of one day a 
Ghanaian person running the program and then when I come I would just do workshops. 
  
MP: Well don’t you think there’s a certain positive aspect? I don’t know if you just want 
to keep it within community or if you want to take it out to other areas in Ghana, or 
Africa, or even internationally. I mean we’re in a global society now. We can’t just think 
we’re going to interact with just one culture or only our own culture. Of course, there’s 
the insides of a culture that nobody can get that close to. I think art can fill a gap like that. 
  
JL: That is true. Thanks for reminding me. And they are definitely learning from me as 
an American. We are definitely having a cultural exchange even if we’re not trying. 
  
MP: How so? 
  
JL: Oh, I don’t know. Maybe little things like they’re improving English while talking to 
me all the time. Maybe the clothes I’m wearing or something I say. You know, I bring 
photography books for them to look at. 
  
MP: What is their curiosity? 
  
JL: They like it. They like the books a lot. It’s always a popular class. 
  
MP: Any kind of particular imagery? 
  
JL: You know I brought a lot of National Geographics cause they’re easy.  
 
MP: Is there any imagery that they respond to really well? Any imagery that they seek 
out? There’s always something when I’m looking at photograph that really draws me in. 
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JL: People oriented. The pictures they take and the pictures they respond to definitely 
people oriented. 
  
MP: Why do you think that is? 
  
JL: Well they live in the capitol so it’s very dense. And then they live within the capitol 
in one of the densest parts. They just don’t have these vast open spaces. They probably 
just can’t relate to like landscapes. Another thing that just came to my mind is that in 
Ghana, when you walk down the street, you greet everyone you pass. 
  
MP: Really. 
  
JL: Greetings are very important. When you don’t greet someone it’s really rude. So here 
we ignore people when we walk down the street and there you just don’t do it. So that 
maybe is why, they’re more social and  
  
MP: So it is cultural in a way. 
  
JL: Yah it is, I mean, I guess if you start digging deep there are those things. 
  
MP: Can you think of anything else? 
  
JL: Not right now but if anything comes up I’ll tell you or email you. Yah, I’d like to 
after this conversation go back to my website and look at my photos and think about this 
some more.  
  
MP: Yes, and I will definitely give you a transcript of our conversation. 
  
JL: Okay, that’d be good. 
  
MP: And you can edit whatever you like.  
  
MP: I’m very much into the theme that you can gain a deeper meaning my looking at the 
photos, but like I said it’s kind of controversial a lot of people don’t believe that. 
  
JL: With the photographers I’ve been around nobody thinks there’s any way that’s right 
or wrong. In art no way is right or wrong. Maybe you have a picture and it needs 
something, needs some text and maybe you don’t need anything. Like one girl in our 
program with the identity show that they had at the Jewish museum. Did you go to that 
one? 
  
MP: I didn’t go to it. I read about it. 
  
JL: She did a piece on how her Dad when she was fourteen decided that she wasn’t his 
child. And so they went and got DNA testing. So she went to the building where they got 
the DNA testing and she took pictures of the door. So it’s just two photos: one was the 
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center where they had the DNA testing, and one was like California State Child 
Protection something, something along those lines and that had text and I think that text 
was important. Otherwise your like I don’t understand why she’s taking pictures of the 
doors. The pictures alone, they wouldn’t really hold up. But with the text and the 
background it was incredibly powerful. 
  
MP: There are two ways of looking at it. There’s the personal and then there’s giving it 
over to the viewer to see what they make of it.  Well, obviously internally she must have 
chosen the images for a specific reason or even a certain composition, but that is a 
problem with photography is that a lot of people they just stop at the glance. 
  
JL: There is a lot. The subject matter, what you want to convey, how you take the 
picture. For me it always comes down to the feeling. Does the feeling come across or 
not? I mean cause a door is cold and there’s no feeling. So maybe she needed the text, but 
then the piece was sort of about this cold and unfriendly moment. It’s really hard. I don’t 
think there is a right or wrong way. 
  
MP: No, there isn’t and there are images that are very telling like a lot of times people in 
Central America the children will take pictures of the trash and they’ll be like, you know, 
it may not seem important to anybody, but it’s in Central America and there’s a kid 
standing next to a heap of trash and it’s like I need help. This is my life and it’s not 
working. Do you find that the kids take any pictures like that? 
  
JL: Yah, yah, there’s definitely pictures and it’s funny in editing the show with the 
American kids who went there. All of us agreed, that we really wanted to paint a positive 
picture of the experience and about Africa cause it’s always been my goal. And there’s 
some pictures that we definitely avoided because it looks too much like “save the 
children,” even though it’s not. Like there’s this one picture of the little sister of one of 
my students sitting up against the wall and she’s upset cause she didn’t get a pen. 
Somebody didn’t give her a pen. But just the way, its black and white and it’s looking 
kind of dirty the way it looks is as we say “save the children” even though it’s not so we 
didn’t include it for that reason. 
  
MP: What if you included it in a different composition. It is interesting to me how you 
can use separate photographs to create the story. 
  
JL: You mean like multiple photos? 
 
MP: Yah. 
  
JL: Absolutely and I think that’s the best way to avoid text is like a photo story. Multiple 
photos of the same moment of the same person, that can say so much. One photo can say 
a lot but if you really want to tell a story without text I think that’s a great way. 
  
MP: When the children shoot the photos are they trying to tell a story or are they looking 
more at aesthetics? 
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JL: The Ghanaians? You know I don’t think so. That would be a good project for when I 
go back is to try and get them to maybe work on one story. Maybe when they were doing 
self-portraits they were telling more of a story about themselves. It’s definitely something 
I wanted them to do and I want to get into but because they’re so young and this is 
definitely new and this is not something they do in school. 
  
MP: Does it change the older they get or the more they use the camera? 
  
JL: I think both, definitely. 
  
MP: So they have a little bit more to tell about their lives. 
  
JL: Yah. 
  
MP: In looking at art and social change it seems, that identity is both a point of departure 
and a driving force to understand and heal. What have you observed in the children? 
  
JL: In Ghana? 
  
MP: Yah. 
  
JL: Like I was saying earlier, I feel like because they were all Ghanaian. Just in their 
society they don’t have this talk of identity as much. But for us as Americans, which is 
another big part of my project, is bringing the pictures back. Yah. 
  
MP: I remember reading about it that you were trying to get them to take pictures of their 
lives. I don’t know I just assumed it would be something you would share on an 
international level especially… 
  
JL: Yah, absolutely. I have shows and I share on the Internet. Just I guess it’s more about 
the Americans learning about their identity and how could that not come out. They’re 
absolutely African. They wear these beautiful bright colored clothes, and the boy with the 
self-portrait of the mask and their houses, half painted blue wall, a different kind of stove 
or fridge they use. In that regard, yah, everything is about identity. 
   
JL: And the other thing is I’m doing all the editing. When I’m pulling pictures I’m 
pulling pictures with this in mind. 
  
MP: So the children don’t edit them. 
  
JL: Well we had a photo show in Ghana and they did edit the photos with me, but when I 
come back here I edited. 
  
MP: Would you ever consider showing them how you edited it? 
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JL: I probably should. I think a few of them have seen the website but not all of them and 
the last trip was all around the American kids. So I didn’t really have the chance to do 
that but that’s another great idea for when I go back. “This is what I’ve shown the 
Americans. What do you think about it? Is this how you want me to portray Ghana?” 
  
MP: Having lived abroad for so long, there are certain things I would show or I wouldn’t 
show. In the editing, there’s a choice in the message you want to convey. 
  
JL: Absolutely, and then there’s the Muslim society and I try to be really sensitive to 
that. Cause the kids take pictures of like their mom going into the shower. We’re not 
going to put that one. There were some very intimate moments in their life that they were 
taking pictures of.  
  
MP: When they’re taking pictures of a certain aspect of their culture. Or the whole 
process of taking pictures do you think that after that they start to see their world 
differently or they act differently. 
  
JL: Hmm. I hope so. I know that photography has changed the way I see my world. One 
of our San Francisco students did a great piece in our book. Did Eric tell you we had a 
book? 
  
MP: Is it called First Exposures? 
  
JL: Yes. 
  
MP: Yes I have First Exposures. A friend of mine in the program gave it to me. 
  
JL: The piece in the book is called Ivan. And it’s basically just stairs like these and it’s 
black and white and the text says before – He talks about how he does skateboarding and 
photography. And he said before either one of those he wouldn’t see anything in these 
steps, but now he sees like interesting lines to take pictures of and then like an obstacle to 
do a skateboard trick off of. Yah, so I mean definitely the Americans are more articulate 
in saying these things and I hope to one day be there with the Ghana kids. 
  
MP: But even in observation just like relationships. If I was to see a photo of a country 
I’d never been to and I was looking at photos of Africa or whatever, I mean there’s 
certain things, you know I may speak about Africa differently cause I saw the picture. 
I’m curious to know if there was anything you observed about the kids. Americans are 
much better at articulating but not necessarily about being around people and it seems 
like Africans are emotive and so I’m curious to know if that influences them in any way? 
Maybe the kids or too young. What do you think? 
  
JL: I’m trying to think of an example. They definitely have formed friendships out of the 
program.  
  
MP: Unlikely friendships?   
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JL: Yah, I guess maybe people they wouldn’t have normally have been friends with. 
Like the girl who always stays inside. When I came back this last time I noticed that she 
was way more outgoing. She just seemed like more of a stronger person whereas before 
she was really quiet and timid and shy. Again, I think I see the most changes in her. 
  
MP: Cause she’s more isolated from the group? 
  
JL: Yah, and I know that. 
  
MP: Are the kids different towards her? I mean if she’s different does that mean the kids 
are different too? 
  
JL: Yah, yah, they’ve always been willing to take her in and now she’s more accepting 
of it. I think I need to go back to all those photos and think about it all over again. 
  
MP: I do have one question about imagination. When they talk about photography, they 
talk about reflection, but imagination never really gets into the picture. What do you think 
about that? Do you think it fits more in the process? Does it factor more into the product? 
  
JL: In general? 
  
MP: Yah, talk about your experience. 
  
JL: Well that’s the great thing about photography. It can be in your inspiration or in the 
things you take pictures of or in the process because if you are making the picture 
yourself, there’s different things you can do to change it, or tweak it, even digitally. 
  
MP: I love the darkroom cause you get to see it develop. 
  
JL: It’s like being born. Yah, absolutely I mean it’s an art how could it not be? 
  
MP: How would you describe the creative process? 
  
JL:  Well you know it’s different for everyone. For me like it’s like inspiration, or I’m 
tired of Africa always being portrayed in such a bad way. And then because I intend to do 
more journalist stuff, photographers would even say that I’m not as much of an artist as 
they are cause I do documentary stuff. 
  
MP: It’s funny how that always enters into the picture. When I talk with people it’s like 
well I don’t do art. I do political art. It’s not high art or low art. It’s interesting how 
people are always trying to define exactly what it means. 
  
I read somewhere that photography means writing with light. How do you think that 
would translate into the picture itself as a narrative? 
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JL: I know through art history photography classes photography kind of started by 
somehow they literally did, almost like a slide show, with a projector and piece of paper.  
  
MP: I didn’t mean in the technical sense, in the context of the narrative? 
  
JL: Hmm. I never thought about it like that. It’s an interesting idea and you know I have 
done stuff at night of like flashlights or flash, doing a long exposure and you walk 
through the photo. You do paint with light. I never thought about it, even how I was 
doing it at the time. 
  
MP: What’s the critique process like?  For the artistic process the way I see it is you’re 
always, you’re always trying to, either you’re researching or you’re discovering 
something it usually takes a while. When you create there’s this critique and you go back 
and forth. So you think that process is the same in creating the artwork as it is in 
interpreting it? 
  
JL: Something I’ve always had to think a lot about when I’m editing these shows. Eric 
has helped me a lot until this last summer he had never been to Ghana, which was totally 
valuable to have him help me edit. Because some pictures that I’m so attached to just 
because I was there at that moment. Or, I like that kid a lot, she’s one of my favorite kids. 
I just love the picture cause I love her. It’s great to have Eric or someone else there to be 
like, well it means something to you but it doesn’t mean anything to me or anyone else 
who might come and see the show because we weren’t there, we don’t know who she is, 
so that’s a hard thing for me to do. You definitely need outside opinion, in my opinion. 
  
MP: Well it definitely brings people around the subject. Yah, it’s great to hear what other 
people have to say. Everyone thinks about things differently. Sometimes you can look at 
one picture and everyone has four different stories about it. 
  
JL: Oh, absolutely it’s true. In editing this show, there was this one picture that was in 
our yes pile. It was very muddy and a bad exposure. And I said, “Why is this in the yes 
pile?” And three people were like; “Well we thought it was really beautiful because it 
was like a painting. There’s some sort of mysterious feeling.” You know something I 
would have passed right by, they had a different and strong reaction to and I think they’re 
right and I think it might be one of the best photos in the show. And that happened with 
me and Eric too. There’s one photo that’s like our favorite, like the one that always gets 
sold and I think I almost passed right by it cause when you’re looking at the contact 
sheets they’re really small and sometimes I’ll walk through the pictures so it’s like half of 
someone’s ear and side of the face, and here is half of the one side face looking at you 
and it’s just through one eye and it’s really strong. Small, it was nothing. Pretty large it 
was beautiful. And I went right past it and Eric went no I really think we should print 
this. It happens a lot, but than there’s probably some artists who don’t want anyone else’s 
opinion. 
  
MP: My whole reason about looking at art is to see how it would affect you individually 
and also too how it affects other people. 
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JL: Yah. 
  
MP: Like for instance this whole thing where a personal experience and I guess, 
probably the best example would be the girl that’s limited to her own house, I’m curious 
does all that she’s doing spill over into the community in a positive way or is it just so. 
  
JL: I think for this point with them not yet. Again, these are the things I’m working 
towards. It’s going to take a lot of time but just because it’s not. They don’t have art 
galleries everywhere throughout the city. If you are an artist you’re usually a painter and 
a lot of the painters paint the same stuff. 
  
MP: But there are visuals. 
  
JL: Yah, there’s visuals for sure.  
  
MP: Well there are masks though but I guess that’s more like carving. 
  
JL: Yah, but you know that goes back to tradition and rituals, so is there room to like 
change it, or is that considered disrespectful? 
  
MP: That’s true, but do you see any similarities in the creative process and the whole 
ritual? 
  
JL: Yah, I see a lot of creativity stems from that. Probably more in the drumming and 
dancing. But you know one thing I just thought of probably the one most forward 
thinking artistic art form in Africa is the patterns they make for the clothes. 
  
MP: Really. Does it tell a story? 
  
JL: First of all, they’re all just beautiful and the colors are great. And like Ghana is the 
first African country that had their fiftieth year independence celebration.  I came right 
after and there are all these clothes. 50 years Ghana, well I guess when it comes to the 
fourth of July we kind of all wear stuff like that but it’s in a different way. Like the 
newspaper I worked at they all had beautiful prints and than they stamp on top of it. 
There’s probably a lot more. When you go keep an eye on the fabric sometimes you’ll 
see some really funny stuff like my friend bought this fabric with Jesus all over it. 
  
MP: Wow, how did that go over in the Muslim community? 
  
JK: Well she’s in a different country. But that would be the most forward thinking I 
would say. 
  
MP: I wonder if that’s something people would try to capture on film? Maybe you will or 
maybe I will! How interesting, maybe that’s why their clothes are so colorful all the time.  
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JL: Yah. 
  
MP: Telling a little bit of a story. 
  
JL: Yah, definitely the fabrics are always different always creative. I’m always 
wondering who thought of this who came up with this cause they’re all so, I mean when 
you go to buy fabrics it’s a hard decision. There’s so many amazing things. I want to 
know who decided on making the patterns. And they probably don’t think of it as art 
either. I doubt they do. 
  
MP: I think though that’s another thing that’s interesting about this whole deal - art and 
social change. Sometimes I think that the closer you are to the art itself the more you get 
out of it. Just like when you’re looking at photographs and you think oh my god this 
means so much to me. So I think a lot of it is being close to the art and so it’s not 
necessarily well art means this, or art is a painting or whatever. I think it’s kind of the 
way we are. 
  
JL: I have a friend over there who is Ghanaian and he runs a youth arts non-profit. And 
he even has a darkroom. I just randomly met him because I saw a banner for his program 
and they have the first and only all youth art gallery in Accra so that’s where we had our 
one photo show. Yah he has a website. 
   
JL: And they do everything. They do photography but they also do painting and 
sculpture and dancing and theater. 
  
MP: Theater seems really big in Africa. 
  
JK: Yah it is. There’s a lot of outreach through theater and a lot of press conferences that 
I went to when I was working at the paper, they would have these theater groups. 
  
MP: That’s why I was wondering if that’s so traditional if they were carrying any of that 
over into photography. 
  
JL: I think it’s still too new. Right now the only people who really do photography are 
the newspaper or rich families who have cameras. And they’re just doing like family 
photo albums you know. Here a lot of people wouldn’t even consider it art so over there 
it still has to make it’s way up. 
  
MP: Time factors into storytelling and sometimes the period of time can give us insights 
about where we are or the things we’re looking at. Do you think that photography is a 
medium to catch time. 
  
JL: Yah, it can if you want it to. It absolutely can but it doesn’t have to. Again I think it 
just depends on the person’s intent and their purpose and what not. 
  
MP: So you think that it has the possibilities. 
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JL: Yah, well if you’re on the street just photographing people, just the clothes they’re 
wearing, everyone can probably pinpoint roughly when that was. So it may not be on 
purpose and especially for a documentary photographer, you’re probably photographing 
major current events. Like the election coming up. 
  
MP: Exactly. 
  
JL: Everyone will know when that was. 
  
MP: But wouldn’t you also too want to photograph something historical. 
  
JL: Some people do. I remember it came to me a long time ago I said I did documentary 
photography and they instantly started talking about Iraq and war photography. That’s 
just something that I’d never want to do. 
  
MP: It’s pretty intense. 
  
JL: Yah, and it’s so negative and I feel like we just get that shoved down our throat all 
the time in the media and I want to do the opposite. 
  
MP: Do you think that saturation leads to inaction? Cause there is that whole question 
where we keep doing the photojournalism and showing it but still there’s not a lot of 
changes. 
  
JL: I think it leads to a lot of people having bad options about places. That’s my concern. 
They’re not doing anything about it yet they think bad stereotypes. And yes there is a war 
in Iraq and it’s not good and Al Queda is bombing people, but there are a lot of people 
who are healthy and happy and relatively happy and still going about their daily lives. 
  
MP: Yah, so it’s important to show a real variety. 
  
JL: A balance. 
  
MP: Yah. 
  
JL: Yah. But of course like that bloody war picture. This is something I always say. I feel 
like it’s much harder to do a photojournalistic story that is positive instead of bad. Like a 
black and white photo of a person on a hospital bed in Africa dying of AIDS and all thin 
and emaciated and sad. It’s very powerful. But a picture of two Ghanaian people happy  
and holding hands just walking down the street just looks like a snap shot. I feel like 
that’s much harder. And I’m not going to say people do the AIDS or war stuff because 
it’s easy. Most of the time its more because they want to tell people about what’s going 
on so people will take action, but I just feel like there’s too much of that. 
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MP: I’m always curious to know how the person taking the picture of their situation - 
how that would be. 
  
JL: Yah, I don’t know 
  
MP: When you’re making the photographs or reflecting on the photographs is there 
anything that changes you. Or is it just like that was fun. 
  
JL: Oh no definitely. For me personally certain pictures move me. Like with my kids say 
I wasn’t there for something and I’m like oh wow look what happened, when I wasn’t 
there - whether it be good or bad. 
  
MP: What was it like? What was the difference? 
  
JL: Well like I said I felt like I kind of had this kind of sneak preview into their lives, 
like I had this little spy hole I could look through. And it’s a way to learn about them and 
hopefully make our relationship better and make the program better. But yah, if a 
photograph is powerful I always take something away with it, whether it inspires me or 
I’ve learned something about their home or where they live. 
  
MP: How was it when the American children were there with the Ghanaian children. 
When I read the blog it sounded like they were teaching them different things, but I 
didn’t get any sort of a sense that they were exchanging photos. 
  
JL: Well, the American kids had definitely seen the Ghana kids’ photos from when I was 
there and the Ghana kids all got a copy of the book, but yah the Ghana kids didn’t get to 
see a lot of work by the Americans. And when I’ve gone in the past, I’ve brought the 
American kids’ photos and handed them out to the Ghana kids and then when I left 
Ghana I brought photos back so we’ve done that kind of exchange. 
  
MP: How has that been? That could possibly be how that would be in the future. 
  
JL: Again in Ghana, they were ripping photos out of my hand, like a big line, everyone 
wants their photo and one girl even took the photo home and this was my first trip and 
only like our second class. She took the photo home and there’s a picture of her holding it 
with like twenty people around her.  
  
MP: Wow. 
  
JL: And it’s a really beautiful picture. So I gave that picture to the girl who made the 
picture. So the American girl here has a picture of the Ghana girl holding her picture.  
  
MP: That’s amazing. 
  
JL: Probably in Ghana it’s a lot more teaching, spiritual and cultural change. 
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MP: Do any of the adults want to learn? 
  
JL: In Ghana?  
  
MP: Yah. 
  
JL: All the time. All the time. People always ask me if they can join the class. 
  
MP: Do their pictures…are they taken differently? 
  
JL: Oh I don’t know. I don’t let them join. Only kids. I have to say no sometime. 
  
MP: Do you find that people turn to photography to fill a void, catharsis, to heal, any 
strong emotion?  
  
JL: I think some people do. Eric showed me these photos of when his dad was in the 
hospital. He had a stroke. I think it was a stroke or heart attack. And his automatic 
reaction was to pick up the camera and shoot. And he did. And the pictures are beautiful 
and it was definitely in an awkward or uncomfortable or unhappy moment, something 
that was very uncomfortable to him and out of it came something really amazing. And 
I’ve had other teachers tell me there are times when their kids are fighting and instead of 
breaking up the fight they get the camera. 
  
MP: That’s incredible. 
  
JL: Yah, if you’ve been doing it for a long time it’s a natural reaction or if you are in an 
uncomfortable, difficult, emotionally difficult situation, maybe it’s almost like hiding 
behind the camera, a lot of people have talked about that. 
  
MP: Or having that interface. 
  
JL: Yah, definitely. Because more so than painting because when your dad’s in the 
hospital and you can’t exactly bring in the canvas and paint away, you know? 
  
MP: Trust is an issue in photography. 
  
JL: Yes. I’ve had lots of internal struggles of doing street photography and people, like 
am I doing them justice, they don’t know me. Maybe they think what I’m doing is bad or 
wrong and my friend keeps saying well you know your intentions and you’re a good 
person and keep reminding yourself of that. In Ghana, I spent the first trip, didn’t even 
bring the camera had no intentions of doing a photo class with kids. And they all knew 
that I worked at the newspaper so they finally said why don’t you bring your camera. It 
was like an open invitation but I had to wait for it. For sure, and even then when I came 
back and started doing class with the kids, the parents wanted to ask my friend who are 
these people? Why are they here? And I made one big mistake though. 
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MP: What? 
  
JL: My first time doing class, my first trip with that intention, the first assignment I told 
them to take pictures of their family, cause I figured that’s what they’re going to do 
anyways and it’s kind of what I was observing and the family didn’t like it so I should 
have saved that one for last.  
  
MP: Well I’ll let you go now! 
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